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ART, REFORM AND FEMALE AGENCY IN THE PORTUGUESE 
DOMINICAN NUNNERIES: NUNS AS PRODUCERS AND PATRONS OF 
ILLUMINATED MANUSCRIPTS (c. 1460-1560) 
 




This thesis aims to address the nuns‘ agency in the production and patronage of 
illuminated manuscripts in the Portuguese Dominican nunneries in the period 1460-1560, 
which was marked by the expansion of the Observant movements. Through this concrete 
case, it is my goal to contribute to the current knowledge on the role of nuns on the 
production and patronage of art for their convents, a field that, besides benefiting from a 
great development in regions such as the German speaking lands, the Italian Peninsula or 
the Hispanic Kingdoms in the last three decades, is still practically unexplored in 
Portuguese territory. By linking the contexts and agents behind the development and 
history of the Portuguese Dominican nunneries with the information provided by the 
surviving books produced and commissioned by the nuns, I will try to bring to light new 
hypothesis on matters connected not only to the dynamics of production and commission 
of books in and for these religious houses, but also in other matters such as the 
functionality and usage of these books;  nuns‘ temporal and spiritual autonomy; their level 
of literacy; and the connections between illumination and communal memory and 
devotion. In order to tackle the hurdles imposed by the meager number of surviving 
documental sources, and present a contextualized analysis of the Portuguese scenario, I 
will also provide examples of other Dominican provinces and religious orders in which 
the use of art was also marked by the reformative environment of the Observant 
movements from the Late-Middle Ages to the Early-Modern period. 
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ART, REFORM AND FEMALE AGENCY IN THE PORTUGUESE 
DOMINICAN NUNNERIES: NUNS AS PRODUCERS AND PATRONS OF 
ILLUMINATED MANUSCRIPTS (c. 1460-1560) 
 





O objectivo principal desta tese é estudar o papel das freiras na produção e 
mecenato de manuscritos iluminados nos conventos Dominicanos femininos Portugueses, 
no período entre 1460 e 1560, fortemente marcado pela expansão dos movimentos 
Observantes. Através da análise deste caso concreto pretendo contribuir para o actual 
conhecimento acerca do envolvimento das freiras na produção e mecenato de obras de 
arte para os seus conventos. Apesar do seu crescente desenvolvimento no que concerne 
outras regiões da Europa como a Alemanha, a Península Itálica ou os reinos Hispânicos, 
este campo de estudo continua praticamente inexplorado no seu cenário Português. 
Através do cruzamento entre a informação fornecida pelos códices produzidos e 
patrocinados pelas freiras e os contextos e agentes por detrás do desenvolvimento e 
história das comunidades Dominicanas femininas Portuguesas, tentarei trazer à tona 
novas sugestões acerca, não só das dinâmicas de produção e aquisição de códices nestas 
comunidades, como também acerca de outros temas intimamente ligados ao primeiro, tais 
como: a funcionalidade e usos do livro; a autonomia espiritual e temporal das freiras; o 
seu nível de literacia e, finalmente, as interligações entre a iluminura e a memória e 
devoção destas comunidades. De forma a contornar o reduzido número de fontes 
documentais sobreviventes e, ao mesmo tempo, fornecer uma análise contextualizada da 
realidade Portuguesa, recorrerei por vezes a exemplos de outras províncias Dominicanas e 
outras ordens religiosas em cuja produção artística foi também marcada pelo ambiente 




Palavras-Chave: Monasticismo Feminino; Nuns‟ Agency; Freiras Dominicanas; 
Manuscritos Iluminados Portugueses; Mulheres artístas.  
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 The subject of this thesis comes in the continuation of a research started in 2012 in 
the scope of my Master‘s dissertation on the scriptorium of the nunnery of Jesus of 
Aveiro. Following the only book produced in this scriptorium to have been studied at the 
time - a missal written and illuminated by one of the nuns -, I came across a group of 
fifteen manuscripts produced by the nuns in the late-fifteenth century, today held by the 
Museum of Aveiro. In order to characterize the work of these nuns, I linked the history of 
the convent with the content of the books, finding important connections between the 
nuns‘ communal memory and their work as illuminators. In an attempt to deepen that 
work, I will now try to extend it to the other Portuguese Dominican nunneries, founded in 
the first half of the sixteenth century, under the wing of the Convent of Jesus. 
 By addressing the production and patronage of illuminated manuscripts from the 
late-fifteenth to the mid-sixteenth century in the Dominican nunneries of Portugal, this 
research aims to shed some light on two main topics still scarcely studied: the dynamics 
of production and patronage of art in the Portuguese female monastic communities, and 
the production and acquisition of illuminated manuscripts in the late-fifteenth and 
sixteenth century Portuguese convents. While the first topic has received many 
contributions from art historians in the last thirty years - especially in what concerns 
Central and Northern Italy, the German Speaking Lands, and more recently the Hispanic 
Kingdoms -, the second is still practically unaddressed not only in the Portuguese scenario 
but also in the Christian world in general. Although several manuscripts from female 
monastic communities have been the subject of academic studies, the predominance of 
formal approaches has resulted in fragmentary studies centred on the chronological 
development of style and attribution of the miniatures, which reveal little about their 
context of production and functionality. Thus, studies regarding monastic illuminated 
manuscripts as functional objects aimed for the devotion and study of specific religious 
communities are extremely rare. In the particular case of the mendicant world, in which 
men and women were segregated in distinct communities with distinct regulations and 
missions, gendered approaches to the use of art are highly needed.   
 Through the concrete case of the Dominican female communities founded in 
Portugal from the late-fifteenth to the mid-sixteenth century, I will try to bring up some 
suggestions not only about the dynamics of production and patronage of the liturgical 
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manuscripts used by the Portuguese Dominican nuns, but also about the use of image in 
the decoration of some of these books. Behind the choice of the liturgical books from the 
Dominican nunneries lies the possibility of forming a corpus of study which, besides 
unstudied, is united by a common ground that extends beyond its Dominican origin – its 
production under the expansion of the Observant Reform. As will be develop further, this 
reform – which affected not only the religious orders in the late-middle ages but also the 
secular clergy and laity -, had a strong impact both on the multiplication of the female 
convents and in the increasing number of nuns working in book production. 
 This work will be developed in five chapters that go from the contextualization of 
these communities and their work as a product of the Observant Reforms, to the dynamics 
of the production and patronage of liturgical books in these communities, and the nuns‘ 
agency on the choice of images for their convents‘ artworks and illuminated manuscripts.  
 After a chapter on the methodology and state of the art behind this work, Chapter 
II will look into the contexts and agents behind the birth of the late-fifteenth and sixteenth 
century Dominican nunneries. This chapter will help to evaluate both the impact of the 
Observance on these communities temporal and spiritual life, and the role of nuns as 
active agents in the implementation of the reform.  Next, Chapter III will adress the 
impact of the reform on textual and book production, unveiling the nuns‘ role both as 
makers and patrons of books for their convents. Starting from the Dominican Order‘s 
relationship with the book, both in the sake of study and as a guide to liturgical 
performance, I will try to explore the order‘s normative and practice regarding the 
development, production and keeping of liturgical books in both genders. 
 On Chapter IV I will beguin to explore the use of image in the Dominican Order 
both before and after the Observant Reform. Before diving into the role of artworks and 
their subjects in the life of the Dominican nuns in a fifth and last chapter, I will go 
through the history of the relationship of the Order with image and ornaments, not only in 
order to provide some background to the chapter that follows, but also in an attempt to 
bring up some fundamental differences that are behind the distinct use of images between 
friars and nuns. Finally, Chapter V will explore the nuns‘ agency on the choice of 
artworks for their communities, namely in the case of illuminated manuscripts. In order to 
do that I will start by analysing the order‘s view on the nuns‘ use of images to then go 
through an inquiry on their level of autonomy on the patronage and production of 















Contextualization, Methodology, and State of the Art 
 
The variety of matters involved in a study on the production and patronage of art in 
the female convents demands an approach resulting from the intertwining of several 
disciplines namely Art History, Religious History and Cultural and Gender Studies. Next, 
I will try to explain how the methodologies used in the study of female monastic art have 
embraced contributions from the mentioned disciplines during the last thirty years, in 
order to walk towards the better understanding of this kind of artworks. As will be shown, 
the impact of the development of Gender and Cultural Studies in the Art History has 
permitted scholars to understand art made for, and in, women‘s convents from a whole 
new perspective. This has allowed artworks traditionally seen as low art and, therefore, 
neglected by art historians, to be understood and valued in accordance with their context 
of production and functionality. In turn, the contextualized study of these artworks and 
other artifacts has permitted to unveil new information on the characteristics of female 
piety and the rituals associated with it. 
In the particular case of the study of illuminated manuscripts, the link with both 
Codicology and History of Liturgy also has been of great importance for a better 
contextualization of the pictorial programs adorning these objects. Therefore, in a second 
part of this chapter I will address the state of the art of the study of monastic illumination 




A. Materiality, Gender and Visual Culture in the study of female monastic art 
 
1. Material Culture and Religious History  
 
According to David Morgan, in order to be complete, the study of a religion should 
always consider the concrete actions of its praxis; which is to say that, to Morgan, a 
believer is not defined through a mere set of dogmas, but through the complex 
intertwining between rituals, feelings and actions performed in the context of his belief
1
. 
                                                 
1
 David Morgan, ed., Religion and Material Culture: The Matter of Belief, 1 edition (London ; New 
York: Routledge, 2009). 
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Thus, by neglecting several elements of material culture connected to these rituals – such 
as artworks considered as low art, devotional texts, and other artifacts -, historians have 
failed to acknowledge an important part of the believer‘s experience. Being deeply 
connected to the experience of religion, these elements of material culture bear witness to 
several liturgical and para-liturgical activities whose comprehension is vital to the better 
understanding of religious experience
2
. 
In the particular case of Art History, this negligence is particularly connected to the 
predominance of formalistic approaches whose focus in the chronological development of 
style was responsible for labelling several artworks as low art based, solely, on their 
formal aspects. Despite some exceptions, formalistic approaches have set the tone to the 
study of Christian Art for the better part of the twentieth century. In his reflection on the 
methods of research in the field of art and liturgy
3
, Eric Palazzo mentions that, in 1953, 
Josef Andreas Jungmann was already calling the attention of scholars to the necessity of 
studying Medieval Art not only as a reflex of its theological dimension but also as an 
integrant part of liturgy
4
. Likewise, theories such as the Reception Theory, or the Social 
Art History would flourish in the second half of the twentieth century, bringing up the 
necessity of understanding artworks in its social and cultural context. Art History as a 
discipline would slowly broaden its approach to the praxis surrounding artworks, being 
concerned not only with the physical interaction between the subject and the object, but 
also with the object‘s impact on the subject‘s behaviour. In this sense, Beth Williamson 
would use the term ―agency of objects‖ to better describe the active role of objects in the 
religious praxis and belief, denying the view of the former as mere illustrations of the 
latter
5
.   
Therefore, the acknowledgment of the importance of the role played by elements of 
material culture in the physical and intellectual experience of the individual would 
contribute for the study of the artefacts involved in religious praxis. This has been 
translated in the increasing relevance given to the analysis of artefacts, rituals and 
individuals as part of the same equation, influenced by the multiple and interrelated 
variables. In Christian History this meant an increasing concern of scholars with the 
                                                 
2
 For further information on this see: Caroline Walker Bynum, Christian Materiality: An Essay on 
Religion in Late Medieval Europe, Reprint edition (Brooklyn, NY: Zone Books, 2015). 
3
 Eric Palazzo, ‗Art and Liturgy in the Middle Ages: Survey of Research (1980-2003) and Some 
Reflections on Method‘, The Journal of English and Germanic Philology 105, no. 1 (2006): 170–84. 
4
 J.A Jungmann, Liturgie und Kirchenkunst (Innsbruck: Tyrolia, 1953), 173. 
5
 Beth Williamson, ‗Material Culture and Medieval Christianity‘, in The Oxford Handbook of Medieval 
Christianity, ed. John H. Arnold, 2014, 47. 
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inquiring of liturgical artefacts in conjunction with information provided by texts and 
historical documents, in order to search for a more complete reconstruction of religious 
experience. Williamson notes how, in the case of Religious Art History, this was reflected 
in the broadening of the media studied by the discipline - traditionally painting, 
architecture and sculpture – to include new ones such as decorative and textile arts, 
furniture, illuminated manuscripts, etc. This, in turn, would affect the boundaries of the 
discipline, which, on behalf of a holistic approach, would become more permeable to 
other fields of study such as Philosophy, Religious History and especially Cultural 
Studies. In the particular case of the History of female monasticism, the recovery of 
neglected artworks - such as miniature painting or textile arts
6
 -, traditionally viewed by 
art historians as low art, brought to light significant information about these communities‘ 
way of life, namely regarding their relationship with image and their levels of temporal 
and spiritual autonomy. In this regard, the pioneer works of scholars such as Caroline 





2. Gender and Visual Culture 
 
2.1. The development of the Gender Studies 
 
The above mentioned works would benefit from the development of the Gender 
Studies which brought to light the importance of an approach sensible to gender issues in 
the study of female monasticism. In this way, the 1990s would witness the birth of new 
approaches to artworks produced in female convents, inscribing a whole neglected side of 
                                                 
6
 German historiography has popularized the term nonnenarbeiten (works by nuns) to describe artworks 
of low artistic quality and sophistication made by nuns. Jeffrey Hamburger criticized the derogatory use of 
the term (Hamburger, Nuns as Artists, 3). 
7
 Caroline Walker Bynum, Holy Feast and Holy Fast: The Religious Significance of Food to Medieval 
Women (University of California Press, 1987); Jeffrey F. Hamburger, Nuns as Artists: The Visual Culture of 
a Medieval Convent (University of California Press, 1997); Jeffrey F Hamburger, The Visual and the 
Visionary: Art and Female Spirituality in Late Medieval Germany (New York; Cambridge, Mass.: Zone 
Books ; MIT Press, 1998); Thomas Lentes, ‗Bild, Reform Und Cura Monialium. Bildverständnis Und 
Bildgebrauch Im Buch Der Reformacio Predigerordens Des Johannes Meyer († 1485)‘, in Dominicains et 
Dominicaines En Alsace XIIIe-XXe Siècles. Actes Du Colloque de Guebwiller (8-9 Avril 1994), ed. Jean-Luc 
Eichenlaub, Archives départementales du Haut-Rhin (Colmar, 1996), 177–95; Jeryldene Wood, Women, 
Art, and Spirituality : The Poor Clares of Early Modern Italy (Cambridge ; New York : Cambridge 
University Press, 1996), https://trove.nla.gov.au/version/26034908; Jeryldene M. Wood, ‗Breaking the 




Medieval an Early-modern Western Art into the History of Art. These approaches would 
pay attention to the necessity of understanding nuns‘ artistic production and patronage of 
art as a phenomenon ruled by specific standards and destined to a particular audience. As 
noted by Susan Marti, enclosed nuns produced ―images of spiritual intimacy‖, which 
obeyed to distinct stylistic conventions – connected to their own devotions and visual 
culture -, and should be, therefore, studied in accordance
8
.  
The conclusions presented by the pioneer works developed in the 1990s would picture 
female relationship with image, as a phenomenon strongly driven by sensorial and 
somatic experiences, as well as maternal and bridal metaphors connected to a 
Christocentric piety. It would also bring to light the central role of visuality in the nuns‘ 
piety, which was translated in their close relationship with devotional imagery and 
visionary experiences
9
. From that time on, several scholars
10
 have taken these conclusions 
into account on their approaches to monastic female art, making important studies on the 
production, patronage and reception of art in women‘s convents. Among other things 
these studies have inquired on matters such as: 
 
 The way in which artworks served the necessities of female religious 
communities; 
 The reception of artworks by the female monastic audience; 
                                                 
8
 Susan Marti, ‗Micrographic Prayers for Monks and Colourful Images for Nuns: Evidence for Gender-
Specific Decoration in Liturgical Manuscripts from Late-Medieval Germany‘, in Les Femmes, La Culture et 
Les Arts En Europe Entre Moyen Âge et Renaissance, ed. C.J. Brown and A. M. Legaré (Brepols Publishers, 
2016), 177–95. 
9
 Hamburger, The Visual and the Visionary. 
10
Anabel Thomas, Art and Piety in the Female Religious Communities of Renaissance Italy: 
Iconography, Space and the Religious Woman‟s Perspective, 1St Edition edition (Cambridge: Cambridge 
University Press, 2003); Ann Roberts, Dominican Women and Renaissance Art: The Convent of San 
Domenico of Pisa (Routledge, 2008); Marti, ‗Micrographic Prayers for Monks and Colorful Images for 
Nuns‘; Carola Jäggi, ‗Talking to God: The Use of Images in the Dominican Nunneries of Late Medieval 
Teutonia‘, Anuario de Estudios Medievales, no. 44/1 (June 2014): 241–76; Jane Carroll, ‗Subversive 
Obedience: Images of Spiritual Reform by and for Fifteenth-Century Nuns‘, in Reassessing the Roles of 
Women as „Makers‟ of Medieval Art and Architecture (2 Vol.), ed. Therese Martin (Leiden-Boston: Brill, 
2012), 703–37; June L. Mecham, Sacred Communities, Shared Devotions: Gender, Material Culture, and 
Monasticism in Late Medieval Germany, vol. 29, Medieval Women. Texts and Contexts (Turnhout, 2013); 
Holly Flora, ‗Order, Gender, and Image: Art for Dominican and Franciscan Women‘, in Sanctity Pictured: 
The Art of the Dominican and Franciscan Orders in Renaissance Italy, ed. Trinita Kennedy (Nashville, 
Tennessee: Philip Wilson Publishers, 2014), 63–76; Mercedes Pérez-Vidal, ‗Art, Visual Culture and Liturgy 
of Dominican Nuns in Late Medieval and Early Modern Castile‘, in Memorie Domenicane. Vol. 46: Artiste 
Nel Chiostro. Produzione Artistica Nei Monasteri Femminili in Età Moderna, ed. Sheila Barker and Luciano 
Cinelli, vol. 46 (Firenze: Nerbini, 2015), 225–42. 
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 The distributions of artworks inside the convents and its contribution to 
the definition of space inside the cloister; 
 The different relationships between both genders regarding image and 
visuality; 
 The nuns‘ role in the commission and definition of the pictorial programs 
of their convent‘s artworks.  
 
Thanks to the number of hurdles hampering this kind of studies, the majority of 
the answers still remain in the hypothetical field. The scarcity of documental sources 
regarding the processes of artistic production and patronage in the female communities, 
along with the lack of testimonies regarding the reception of artworks by these women, 
are difficult obstacles to overcome in this field of study. Still, some hypothesis regarding 
the reception of art by nuns have been progressively strengthened, thanks to the cross-
comparison of sources.  Some studies
11
 have attributed the important role of image and 
visuality in the nuns‘ piety to their segregation from the liturgical acts conducted by male 
clerics. According to this theory, enclosed nuns, who were allowed to take communion 
only a few times a year, and segregated from the altar (through a window dividing the 
public church from the nuns‘ choir), would have the necessity to recreate Eucharist 
through physical and mental images
12
.   
The role of narrative sources, such as devotional texts like the legends of the 
saints, is also an important factor to consider in the study of female monastic art since, in 
some cases, the subjects represented in these artworks are less influenced by 
iconographical models then they are by devotional texts
13
. Some scholars mention how, in 
comparison to female religious houses, male communities used a more orthodox 
                                                 
11
 Lentes, ‗Bild, Reform Und Cura Monialium. Bildverständnis Und Bildgebrauch Im Buch Der 
Reformacio Predigerordens Des Johannes Meyer († 1485)‘; Jäggi, ‗Talking to God: The Use of Images in 
the Dominican Nunneries of Late Medieval Teutonia‘; Hamburger, Nuns as Artists; Marti, ‗Micrographic 
Prayers for Monks and Colorful Images for Nuns‘. 
12
 Some of the images produced by nuns favoured unmediated contact with the body and blood of Christ. 
According to J. Hamburger‘s analysis of the drawings by the nuns of the Benedictine community of 
Walburg, images depicting Christ‘s blood would function as substitutes for the practice of Communion. The 
number of visions involving the Lamb of God directly offering the host to the nuns can be interpreted in the 
same line (See: Hamburger, Nuns as Artists.). See also: Hamburger, The Visual and the Visionary, 89–100. 
13
 Hamburger, Nuns as Artists, 7–62. (Chapter I:‖Patterns of Piety – Protocols of Vision: The Visual 
Culture of St. Walburg‖). Roberts, Dominican Women and Renaissance Art, 31. 
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iconography in the decoration of their conventual spaces and liturgical books
14
. Susan 
Marti analyses how the nuns of the Dominican convent of Paradies bei Soest have 
produced books both for their community and also for the friars of Dortmund according to 
different strategies: while the books produced for the friars present a reduced and 
orthodox decoration, the ones produced by the nuns for their own usage show an 
extensive and unusual ornamentation
15
. Studies concerning the connections between the 
use of art and the definitions of the conventual spaces have also concluded about the 
different uses of image between the communities of both genders: while male 
communities favoured an iconography connected to the historical figures of the Preachers 
and the Order‘s place in ecclesiastical history, the subjects of artworks in female 





2.1.1. The role of the cura monialium 
 
The way in which nuns made use of images to respond to their spiritual necessities 
can also be an important indicator of their level of temporal and spiritual autonomy. The 
role of female religious women in the management of their convents was for a long time 
underestimated by historians. This was mainly the result of a non-critical approach to the 
Order‘s official historiography which, most of the times, pictured fictive scenarios and 
neglected the female agency in the Orders‘ histories17. The study of the textual production 
within the female communities has been of great value in this regard, unveiling important 
information on the nuns‘ relationship with their male superiors18. Similarly, the study of 
                                                 
14
 In the male branch the subjects of the artworks tend to favour the history of the order and its most 
prestigious figures. On the contrary, artworks for nuns tend to be more intimate, showing a bigger concern 
with the history and particular devotions of each community (See: Marti, ‗Micrographic Prayers for Monks 
and Colorful Images for Nuns‘; Thomas, Art and Piety in the Female Religious Communities of Renaissance 
Italy; Anne Winston-Allen, ‗Gender and Genre in Manuscript Illustration?‘, Manuscripta 53, no. 2 (1 
January 2009): 213–37). 
15
 Marti, ‗Micrographic Prayers for Monks and Colorful Images for Nuns‘. To know more about this 
manuscripts see: Jeffrey F Hamburger et al., Liturgical Life and Latin Learning at Paradies Bei Soest, 1300-
1425: Inscription and Illumination in the Choir Books of a North German Dominican Convent, Slp 
(Münster: Aschendorff, 2016). 
16
 Thomas, Art and Piety in the Female Religious Communities of Renaissance Italy, 220–35 and 330. 
Roberts, Dominican Women and Renaissance Art, 167–80. 
17
 Alison More, ‗Dynamics of Regulation, Innovation, and Invention‘, in A Companion to Observant 
Reform in the Late Middle Ages and Beyond, ed. James Mixson and Bert Roest (Brill, 2015), 85–110. 
18
 Anne Winston-Allen, Convent Chronicles: Women Writing about Women and Reform in the Late 
Middle Ages (Pennsylvania: Pennsylvania State University Press, 2005); Kate Lowe, Nuns‟ Chronicles and 
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documental sources regarding the patronage of art in the Italian female convents, in the 
fifteenth and sixteenth centuries, has contributed to the unveiling of the active role of nuns 
in the patronage and choice of pictorial programs for their convent‘s artworks19. Thus, the 
study of these communities‘ relationship with the friars responsible for their cura is of 
extreme importance for the understanding of the impact they had on their lives and 
choices. 
 
2.2. “Visual Culture” and Pre-modern Art 
 
As has been shown, the above described approaches to female monastic art have 
the study of the nuns‘ visual culture in its epicentre. The term ―visual culture‖ is in the 
heart of the Visual Studies, a field that had its origins as a branch of the Cultural Studies, 
in 1960s. It rests on the assumption that every image - and not only the ones produced as 
art -, should be taken into account as part of the individuals‘ visual references, inquiring 
the production and reception of the ―visual‖. In other words, it analyses what is seen and 
the way in which it is seen, and interpreted
20
. 
Especially in the study of Medieval Art, the concept of ―visual culture‖ is deeply 
related with the concept of ―visual literacy‖. The works of Mary Carruthers on the field of 
literacy and rhetoric had a great impact in the Art History disclosing the role of memory 
and rhetoric in the use of images in the Middle Ages
21. Carruthers‘ work on the 
                                                                                                                                               
Convent Culture in Renaissance and Counter-Reformation Italy (Cambridge University Press, 2003); June 
L. Mecham, ‗Reading between the Lines: Compilation, Variation, and the Recovery of an Authentic Female 
Voice in the Dornenkron Prayer Books from Wienhausen‘, Journal of Medieval History 29, no. 2 (1 June 
2003): 109–28; Marilyn Oliva, The Convent and the Community in Late Medieval England: Female 
Monasteries in the Diocese of Norwich, 1350-1540 (Boydell & Brewer Ltd, 1998); Claire Taylor Jones, 
Ruling the Spirit, Women, Liturgy, and Dominican Reform in Late Medieval Germany (Berlin, Boston: 
University of Pennsylvania Press, 2017). 
19
 Thomas, Art and Piety in the Female Religious Communities of Renaissance Italy; Marilyn Dunn, 
‗Nuns, Agents and Agency: Art Patronage in the Post-Tridentine Convent‘, in Patronage, Gender and the 
Arts in Early Modern Italy: Essays in Honor of Carolyn Valone, ed. Katherine A. McIver and Cynthia 
Stollhans (New York: Italica Press, 2015), 127–51; Kate Lowe, ‗Nuns and Choice: Artistic Decision-
Making in Medicean Florence‘, in With and Without the Medici: Art and Patronage in Florence, 1434-1530, 
ed. Eckart Marchand and Alison Wright (Basingstoke, 1998), 129–53. 
20
 About this see: James Elkins, Visual Studies: A Skeptical Introduction (Psychology Press, 2003). 
21
 Mary Carruthers, Rhetoric Beyond Words: Delight and Persuasion in the Arts of the Middle Ages 
(Cambridge University Press, 2010); Mary Carruthers, The Craft of Thought: Meditation, Rhetoric, and the 
Making of Images, 400-1200 (Cambridge University Press, 2000); Mary Carruthers, The Book of Memory: A 
Study of Memory in Medieval Culture (Cambridge University Press, 2008). 
The notion of visual grammar is not strange to the Middle Ages being connected to the mnemonic use of 
image. The use of visual language as leverage to reach verbal concepts was a common didactic practice at 
the time, seen in the use of concrete images as an aid to the internalization of abstract concepts. Similarly, 
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relationship between medieval thinking and the rhetoric of images has been an instigator 
to the analysis of the impact of artworks, and other artefacts, in the experiences and 
behaviour of individuals in the Middle Ages. In the specific context of the visual culture 
of female monastic communities, the visual and the verbal are deeply connected, since, as 
put by Jeffrey Hamburger, artworks for nuns obeyed to a visual rhetoric connected to the 
reading training of its audience
22
.  
The field of Visual Studies is also concerned with the role of images in the 
construction of communal identities. This line of inquiry can also be applied to female 
monastic art in order to analyse, not only the impact of propagandistic art in female 
communities, but also the way in which communities used artworks in the construction of 
their identities
23
. In her work on the art and piety in the female convents of Central Italy, 
Annabel Thomas suggests an interesting hypothesis on the connections between the use of 
art and communal identity: according to Thomas, the disposition of artworks inside the 
convent served the hierarchical differentiation of the spaces and their different audiences. 
Thomas showed also how artworks inside the enclosure tended to remain through 
generations despite the evolution of artistic trends, due to their connection to specific 
rituals
24
.   
 
B. Nuns’ agency in production and patronage of illuminated manuscripts - the 
Portuguese scenario: State of the art, hurdles and opportunities 
 
1. The study of illuminated manuscripts in Portugal 
 
In a broader sense, not only in Portugal but in the generality of the Western world, a 
great number of illuminated manuscripts used in monastic environment remain unstudied 
until today. This is not only due to the prevalence of studies devoted to more traditional 
media in the field of Art History – liking painting, sculpture and architecture -, but also to 
                                                                                                                                               
the medieval use of meditation as way to reach the Divine could be both instigated by a verbal source (a 
text), or by a physical image. (Carruthers, The Book of Memory: A Study of Memory in Medieval Culture, 
183–226). 
22
 Hamburger, The Visual and the Visionary. 
23
 About this topic see: Sandra Cardarelli, Emily Jane Anderson, and John Richards, eds., Art and 
Identity: Visual Culture, Politics and Religion in the Middle Ages and the Renaissance (Newcastle upon 
Tyne: Cambridge Scholars Publishing, 2012). 
24
 Thomas, Art and Piety in the Female Religious Communities of Renaissance Italy, 220–35 and 330. 
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the categorisation of much of these books as low art in the traditional historiography
25
. 
The lack of technical quality that, most of the times, characterizes these manuscripts‘ 
decorations has kept them out of the History of Art which, until very recently, 
encompassed only the work of professional illuminators. A fragmentary study of monastic 
illumination, based mainly on the formal aspects of a book‘s miniature work, is highly 
reductionist as it, most of the times, neglects not only its context of production and 
functionality, but also the media used to disseminate it – the book. Despite the increasing 
inclusion of Codicology and History of Liturgy in approaches devoted to monastic 
illumination, several studies still neglect the importance of these disciplines, which 
sometimes leads to mistakes concerning attribution and chronology. In the specific case 
of Portugal, the last thirty years have witnessed an increasing inclusion of the referred 
fields in the study of illuminated manuscripts, which has contributed to a more complete 
understanding of the functionality of book miniatures. More recently the study of 
Portuguese illumination has also benefited from an intertwining with Cultural and Gender 
Studies on behalf of a better understanding of book decoration regardless of their 
technical quality and artistic value. However, much is still yet to be done in this regard. 
The Portuguese libraries and archives preserve significant collections of monastic 
manuscripts waiting to be studied, the great majority belonging to the late-middle ages 
and pre-modern era. The most relevant collections include manuscripts from the 
Augustinian canons of Santa Cruz de Coimbra
26, the Cistercians of Alcobaça‘s Abbey27, 
the monks of São Mamede do Lorvão
28
, and the Hieronymites of Santa Maria de Belém
29
. 
There are also great collections of manuscripts that came from female convents including 
the Cistercian communities of Santa Maria do Lorvão
30
, Santa Maria de Arouca
31
, São 
                                                 
25
 See, for instance, some of the judgments made by D‘Ancona in her seminal work on Tuscan 
illumination: Mirella Levi D‘Ancona, Miniatura e miniatori a Firenze dal XIV al XVI secolo. Documenti 
per la storia della miniatura, 2 vols (Olschki, 1962). 
26
 Held by the BNP (Biblioteca Nacional de Portugal) and BPMP (Biblioteca Pública Municipal do 
Porto). See: Aires Augusto Nascimento, José Francisco Meirinhos, and António Carvalho, Catálogo dos 
códices da livraria de mão do Mosteiro de Santa Cruz de Coimbra na Biblioteca Pública Municipal do 
Porto (Porto: Biblioteca Pública Municipal, 1997). 
27
 At least 466 exemplars, held by the BNP.  
28
 Preserved at the ANTT (Arquivo Nacional Torre do Tombo). According to Maria Alegria Marques, 
this community was formed by Benedictine monks in the 12
th
 century (Maria Alegria Marques, "Inocêncio 
III e a passagem do Mosteiro de Lorvão para a ordem de Cister" in Revista Portuguesa de História, (nº 18, 
1980), 75 – 125). For Aires Augusto do Nascimento the community cultivated the Hispanic monastic 
tradition (Aires Augusto Nascimento, Os Antigos Códices Do Lorvão. Balanço de Pesquisa e Recuperação 
de Tradições. (Penacova: Municipio de Penacova, 2016). 
29
 Near fifty choir books, held by the BNP. 
30
 Held by the ANTT. See: Horácio Peixeiro, ‗Algumas Reflexões Sobre a Iluminura Em Portugal‘, 





, and São Bento de Cástris in Évora
33
, as well as the Dominican 




From the above mentioned manuscripts, only the ones that once belonged to the 
monasteries of Santa Maria de Alcobaça and Santa Cruz de Coimbra have been 
systematically studied since the 1980s, both from a cultural and an artistic point of view
35
. 
This was mainly due to the cultural significance of both communities in medieval 
Portugal, namely regarding book production. Recently, the study of Alcobaça‘s library 
has also been directed towards the reconstruction of its use and context of production
36
. 
On the contrary, the surviving manuscripts from the Dominican nuns of the Convent 
of Jesus of Aveiro would receive their first artistic study only in 2013
37
. Previous to that, 
only a missal had been studied through a formalistic approach that neglected both its 
connection with the remaining corpus, and the characteristics of the community that lied 
behind its production
38
. The contextualized study of this collection as a whole would later 
                                                                                                                                               
31
 At the Museu de Arte Sacra de Arouca. (Near thirty exemplars  from the 13th to the 18th centuries, 
recently studied in the scope of a project held in the CESEM NOVA FCSH and coordinated by Manuel 
Pedro Ferreira – Acervo histórico do mosteiro de Arouca – http://arouca.fcsh.unl.pt/). 
See also: Maria Adelaide Miranda, ‗Do Esplendor Do Ornamento à Simplicidade Da Imagem: A 
Iluminura Românico Dos Manuscritos Do Mosteiro de S. Pedro de Arouca.‘, in O Mosteiro de Arouca: 
Pergaminhos (Arouca: Real Irmandade da Rainha Santa Mafalda/Museu de Arte Sacra, 1995). 
32
 Preserved in the BNP (Fundo de Livros de Coro). 
33
 At the BPE (Biblioteca Pública de Évora) and Arquivo Distrital de Évora. These manuscripts, mainly 
choir books, have been studied in the scope of a project on the musical life of the nuns after Trent: A 
Reforma tridentina e a música no silêncio claustral: o mosteiro de S. Bento de Cástris (Projet EXPL/EPH-
PAT/2253/2013) - http://www.orfeus.pt/. 
34
 Near seventy manuscripts which chronologies range from the late 15th to the 18th centuries. Held by 
the BNP (c. 50), and the Museum of Aveiro (c.20). 
35
 Maria Adelaide Miranda, ‗A iluminura românica em Santa Cruz de Coimbra e Santa Maria de 
Alcobaça: subsídios para o estudo da iluminura em Portugal‘ (Universidade Nova de Lisboa, 1996); Horácio 
Peixeiro, ‗Um Missal Iluminado de Santa Cruz‘, Oceanos, no. 26 (June 1996); José Francisco Meirinhos, 
Santa Cruz de Coimbra: A Cultura Portuguesa Aberta à Europa Na Idade Média (Porto: Biblioteca Pública 
Municipal do Porto, 2001).  
36
 Catarina Fernandes Barreira, ‗O martírio de Santo Estevão em três manuscritos iluminados da Abadia 
cisterciense de Alcobaça‘, Anuario de Estudios Medievales 46, no. 2 (15 December 2016): 617–49; Catarina 
Barreira, ‗A Festa Do Corpus Christi No Mosteiro de Alcobaça Nos Séculos XIV e XV‘, in Equipamentos 
Monásticos e Prática Espiritual, ed. Maria de Lurdes Craveiro, Joana Antunes, and Carla Alexandra 
Gonçalves (Lisboa: Secretariado Nacional para os Bens Culturais da Igreja, 2017), 83–103; Catarina 
Barreira and Luís Rêpas, ‗Place and Liturgy in an Illuminated Ritual from Santa Maria de Alcobaça‘, in 
Imagens e Liturgia Na Idade Média, ed. Carla Varela Fernandes (Lisboa: Secretariado Nacional para os 
Bens Culturais da Igreja, 2017), 211–36. 
37
 Paula Cardoso, ‗A iluminura de Maria de Ataíde e Isabel Luís no Mosteiro de Jesus de Aveiro (c. 
1465-1500)‘ (MA diss., Universidade de Lisboa, 2013); In 1996 the Priest Arménio da Costa Júnior devoted 
his masters' dissertation to the study of the rhymed offices contained in the choir books from Aveiro: 
Arménio Costa Júnior, ‗Mosteiro de Jesus de Aveiro: Tesouros Musicais : Ofícios Rimados e Sequências 
Nos Códices Quatrocentistas‘ (Universidade de Aveiro (MA diss.), 1996). 
38
 Horácio Augusto Peixeiro, ‗Missais Iluminados Dos Séculos XIV e XV: Contribuição Para o Estudo 
Da Iluminura Em Portugal‘ (Universidade Nova de Lisboa (MA diss.), 1986). 
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bring to light significant information about the interrelations between the text, the 
decorations, and the nuns‘ communal memory39.  As for the remaining Dominican books, 
besides brief descriptions and catalogues
40
, only four manuscripts from the Convent of 
Paradise of Évora, containing the work of professional painters, have been studied
41
. 
However, once more, this study neglected the remaining corpus and the religious 
community in its possession. 
The study of illuminated manuscripts in Portugal has been developed also in the 
context of lay production, namely in the case of the fifteenth-century Books of Hours that 
came from Flanders and France
42
. Recently it has also expanded outside the Christian 
world through the study of the fifteenth-century Portuguese production of Hebrew 
manuscripts
43
. Similarly, the study of the production of secular manuscripts in the Avis 
Court is now starting to be unveiled
44
. However, due to the strong connection between the 
art of illumination and the Middle Ages, illuminated manuscripts produced from the 
fifteenth century onwards are still waiting to be studied. In the particular case of Portugal, 
                                                 
39
 Cardoso, ‗A iluminura de Maria de Ataíde e Isabel Luís no Mosteiro de Jesus de Aveiro (c. 1465-
1500)‘. 
40
 Horácio Peixeiro, ‗A Iluminura Portuguesa No Século XV‘, in O Livro e as Interações Culturais 
Judaico-Cristãs Em Portugal No Final Da Idade Média, ed. Luís Urbano Afonso and Paulo Mendes Pinto 
(Lisboa: Cátedra de Estudos Sefarditas, n.d.), 145–60; Isabel Cepêda, ‗Livros de Coro Iluminados. 
Exemplares Do Século XVI Na Biblioteca Nacional de Portugal‘, Invenire, 2013; Gabriel Pereira, Collecção 
Dos Livros Do Coro Dos Conventos Extintos, Lisboa (Officina Typographica, 1904); Inventário Dos 
Códices Iluminados Até 1500. Distrito de Lisboa, vol. 1 (Lisboa: Secretaria de Estado da Cultura, 1994); 
Inventário Dos Códices Iluminados Até 1500. Distritos de Aveiro, Beja, Braga, Bragança, Coimbra, Évora, 
Leiria, Portalegre, Porto, Setúbal, Viana Do Castelo e Viseu, Apêndice – Distrito de Lisboa, vol. 2 (Lisboa: 
Secretaria de Estado da Cultura, 2001). 
41
 Luísa Frazão, ‗Iluminura Renascentista Do Convento de Nossa Senhora Do Paraíso de Évora‘ (MA 
diss., Universidade de Lisboa, 1998). 
42
 Delmira Custódio, ‗Relações artísticas entre Portugal e a Flandres através dos livros de horas 
existentes em Portugal‘ (Ph.D Diss., Universidade Nova de Lisboa, 2017); Ana Lemos, ‗Un Nouveau 
Regard Sur Le Livre d‘heures de Duarte : L‘influence de l‘enluminure Parisienne et Le Rôle de Ce 
Manuscrit Dans La Dissémination de Modèles‘, in Medieval Europe in Motion. The Circulation of Artists, 
Images, Patterns and Ideas from the Mediterranean to the Atlantic Coast (6th – 15th Centuries), ed. Maria 
Alessandra Bilotta (Palermo: Officina de Studi Medievali, 2018), 169–83; Ana Lemos et al., ‗Regards 
Croisés Des Historiens de l‘art et Des Chimistes Sur Deux Livres d‘Heures de La Bibliothèque National Du 
Portugal, Les Mss IL15 et IL19‘, in Portuguese Studies on Medieval Illuminated Manuscripts, ed. Alicia 
Miguelez and Maria Adelaide Miranda (Barcelona-Madrid: Brepols Publishers, 2014), 145 – 168; Ana 
Lemos, ‗Algumas Considerações Sobre Os Livros de Horas Do Século XV de Origem Francesa Em 
Bibliotecas e Instituições Portuguesas‘, in D. Álvaro Da Costa e a Sua Descendência, Séculos XV – XVII: 
Poder, Arte e Devoção, ed. Maria de Lurdes Rosa, IEM, CHAM e Editora Caminhos Romanos (Lisboa, 
2013), 179–90. 
43
 Studied in the scope of a project founded by the Foundation for Science and Technology, and 
coordinated by Luís Urbano Afonso (2012-2015): Hebrew illumination in Portugal during the 15th century / 
Iluminura hebraica em Portugal durante o século XV (PTDC/EAT-HAT/119488/2010). See: Luis U. 
Afonso and Tiago Moita, eds., Sephardic Book Art of the 15th Century (London: Harvey Miller Publishers, 
2018). 
44
 Catarina Martins Tibúrcio is developing a doctoral thesis on this subject: A produção de manuscritos 
iluminados na corte portuguesa do século XV: temas e problemas de História da Arte e da Cultura. Estado 
da Arte e sua problematização.  
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the study of the sixteenth-century production can be of extreme importance, as it 
benefited from the monarchs‘ great investment on the production of richly illuminated 
chancellery manuscripts for the Court.  
King Manuel I (r. 1495–1521) used the production of luxurious illuminated 
manuscripts as a symbol of power, which contributed to the development of lay 
illumination in Portugal. The monarch‘s undertaking counted with the work of royal 
painters and attracted Flemish illuminators to his court, leading to an update of the 
decorative language used in Portuguese illumination
45
. This would also impact the 
development of monastic illumination both directly – through the production of 
manuscripts for convents under the crown‘s patronage -, and indirectly, through the 
convent‘s commissions to lay artists working for the King. By the Late-Middle Ages 
book production was no longer exclusive to monastic scriptoria
46
, and the religious 
houses were increasingly dependent on lay production to provide books for their 
convents.  
King Manuel‘s undertaking, which is known as Leitura Nova (new reading47), was 
continued by his son João III (r. 1521-1557), marking the manuscript production of the 
first half of the sixteenth century (1504-1552). However, the only study concerning the 
Leitura Nova was carried out by Sylvie Deswarte in the 1970s
48
. In her study Dewarte 
characterizes the miniatures developed in the books of Leitura Nova, ignoring, however, 
the exemplars produced for the monastic world. Therefore, practically nothing has been 
said about the illuminated manuscripts produced for the Portuguese monasteries during 
the sixteenth century. The collection of choir-books preserved in the Nacional Library of 
Portugal is of extreme importance in this regard, as it represents the most extensive 
collection of illuminated manuscripts from the sixteenth-century Portugal. Part of this 
collection is formed by choir-books that once belonged to the Observant Dominican 
nunneries, which makes them an excellent tool for the study of the dynamics of 
production and commission of books in enclosed female convents. To this corpus can also 
be added four choir-books from the Dominican convent of Saudação in Montemor-o-
                                                 
45
 Sylvie Deswarte, Les enluminures de la Leitura nova, 1504-1552. Étude sur la Culture Artistique au 
Portugal au temps de l‟Humanisme., Paris (Fundação Calouste Gulbenkian, 1977). 
46
 In 1522 there were at least five lay scriptoria in Lisbon (Francisco Macedo, ‗Breves Considerações 
Sobre a Iluminura Em Portugal Na Época Dos Descobrimentos‘, in A Iluminura Dos Descobrimentos, ed. 
Pedro Dias (Lisboa: Livraria Figueirinhas, 1990), 100). 
47
 The term is connected to the use of a new and more legible font, far from the medieval abbreviations. 
48
 Sylvie Deswarte, Les enluminures de la Leitura nova, 1504-1552. Étude sur la Culture Artistique au 
Portugal au temps de l‟Humanisme., Paris (Fundação Calouste Gulbenkian, 1977). 
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Novo, held by the Biblioteca Municipal de Montemor-o-Novo, and the already mentioned 
collection of late-fifteenth-century liturgical manuscripts from the Convent of Jesus in 
Aveiro, preserved in the Museum of Aveiro (Appendix 1: Table 1). 
 
 
2. Art and patronage in the Portuguese nunneries: a viable study? 
 
Although much is yet to be done, the study of female monasticism in Portugal has 
started to give its first steps during the last decade
49
. These studies, developed mainly in 
the field of Religious and Cultural History, have revealed important information for the 
understanding of female monastic communities. However, not much attention has been 
given to artistic production and patronage in these institutions. One of the reasons behind 
this lacuna lays in the lack of documental sources concerning artistic issues which, in 
addition to the dispersion of artworks, and the disappearance of the majority of the 
conventual buildings, hampers the development of studies in this regard. This was mainly 
caused by the tumultuous secularization processes developed in the late-nineteenth and 
early twentieth centuries which, not only caused the dispersion of several artworks and 
                                                 
49
 Maria Filomena Andrade, In Oboedientia, Sine Proprio, et in Castitate, Sub Clausura: A Ordem de 
Santa Clara Em Portugal (Sec. XIII-XIV) ([Universidade Nova de Lisboa], 2011); Maria Filomena Andrade, 
‗Foundresses and Patronesses of Portuguese Mendicant Nunneries in the 13th and 14th Centuries: Practices 
and Models‘, in Women‟s Networks of Spiritual Promotion in the Peninsular Kingdoms (13th-16th 
Centuries), 2013, 77–88; Maria Filomena Andrade, ‗Mulheres sob custódia: as comunidades de clarissas 
como espaços de obediência e autonomia (séculos XIII e XIV)‘, Lusitania sacra: revista do Centro de 
Estudos de Historia Eclesiastica, no. 31 (2015): 33–50; João Luís Fontes, Maria Filomena Andrade, and 
Tiago Pires Marques, Vozes da vida religiosa feminina: experiências, textualidades e silêncios (séculos XV-
XXI) (Centro de Estudos de História Religiosa - Universidade Católica Portuguesa, 2015), 
https://repositorio.ucp.pt/handle/10400.14/17991; João Luís Fontes, ‗Em Torno de Uma Experiência 
Religiosa Feminina: As Mulheres Da Pobre Vida de Évora‘, Lusitania Sacra 31 (2015): 51–72; Gilberto 
Moiteiro, ‗As Dominicanas de Aveiro (c. 1450-1525): Memória e Identidade de Uma Comunidade Textual‘ 
(Ph. D. Diss., Universidade Nova de Lisboa, 2013); Luís Miguel Rêpas, ‗Os Mosteiros Cistercienses 
Femininos Em Portugal: A Herança Medieval. Fundação e Fundadoras‘, in Fundadoras, Fundaciones y 
Espacios de Vida Conventual. Nuevas Aportaciones Al Monacato Feminino., ed. María Isabel Viforcos 
Marinas and María Dolores Campos Sánchez-Bordona (Leon: Universidade de Leon, 2005), 51–78; Luís 
Miguel Rêpas, ‗A Origem de Alguns Mosteiros Cisterciences Femininos No Século XIII‘, Cadernos de 
Estudos Leirienses, 2016;  Rosário Morujão, Um mosteiro cisteciense feminino: Santa Maria de Celas 
(séculos XIII a XV), (Coimbra: Biblioteca Geral da Universidade de Coimbra, 2001); Cristina Maria André 
de Pina Sousa and Saul António Gomes. Intimidade e Encanto. O Mosteiro Cisterciense de Sta Maria de 
Cós (Alcobaça). (Leiria, Edições Magno, 1998); Maria Helena da Cruz Coelho, O Mosteiro de Arouca do 
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documental sources, but also produced careless suppression inventories that hamper the 
reconstitution of the convents‘ decorations50.  
In the late nineteenth century the Ecclesiastic Reform in Portugal (1833-1837) would 
result in the extinction and dismantle of religious houses from all the religious orders. A 
document from May 1834 decrees the immediate extinction of all the convents, 
monasteries, colégios, hospitals and religious houses belonging to all the male branches of 
all the religious orders of Portugal. Additionally, it was decreed the nationalization of 
their properties and assets. The extinction of the female religious houses would be 
decreed only in 1861, and should occur, in turn, only after the death of its last 
inhabitant
51
. All the artworks, books and documents belonging to the religious orders – 
already diminished thanks to the Napoleonic invasions and the liberal wars -, should be 
nationalized and preserved by the state. However, according to some testimonies the 
majority of these objects would get lost due to the inaction of the competent authorities 
who waited more then two years to accommodate them in cultural institutions
52
. The 
process was even worse in the case of female convents, as its gradual suppression lasted 
for decades, leading to dubious procedures regarding the order‘s assets53. Furthermore, 
the abandonment to which the majority of the remaining female convents were confined 
would compel the nuns into selling the convents‘ artworks in order to subsist54.  
As for the particular case of conventual libraries, Paulo Barata notes how Portugal 
was not ready to deal with the great amount of specimens that came from the suppressed 
convents. Moreover, due to their portable nature, books were prone to dispersion. 
Although a deposit for books, artworks and other precious objects that came from the 
suppressed convents has been created in 1834, the mismanagement of that institution 
along with the flawed listing of objects, would contribute for the loss of many specimens. 
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The documents housed in the convent‘s registries went through a similar process. The 
listing of the documents was marked by several problems such as the lack of 
differentiation between convents, the absence of some convents in the registries, the 
repetition of entries, or the register of several documents as coming from an unknown 
origin. Unfortunately, some of these errors seem to have been kept after the incorporation 
in the national archives
56
. In addition to that, for the majority of Dominican female 
communities, documental sources encompassing the period from their foundations until 
the sixteenth century are scarce, which obstructs the study of Portuguese Dominican 
nunneries in that period. In this scenario the few surviving documental sources from the 
Convent of Jesus in Aveiro – preserved in the Museum of Aveiro and in the Archives of 
the University of Coimbra -, represent an exception that can provide a basis for the study 
of other communities. It should be noted, in particular, a Chronicle relating the birth and 
first decades of the community, written by a nun in the early sixteenth century
57
. A 
similarly, although less detailed, account regarding the birth of the convent of Paraíso in 
Évora has survived in the library of the same town
58
. From this convent comes also a 
singular testimony of what was expected from the nuns in terms of the internal 
organization of the community – the adaptation of the Liber de instructione officialium 




Thus, in this scenario, the surviving corpus of illuminated manuscripts from the 
Portuguese Dominican nunneries represents an exception and an opportunity to know 
more about the reception, production and patronage of art among the Portuguese female 
communities. The study of this corpus can also help to shed some light on other matters 
such as literacy and education among nuns, or local devotions and liturgical practices. 
Moreover, the context in which these manuscripts were produced provides an important 
common ground that marked these communities‘ identities and had a strong impact in 
both textual and artistic production – the expansion of the Observant Reform in Portugal. 
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Thus, the development and impact of this reform in these communities cannot be 
disregard in this study. Unfortunately, as will be shown further, a systematic study of the 
development and agents of the Observant Reform in Portugal is yet to be done
60
. In fact, 
this is not only a Portuguese problem since the study of Observance as a pan-European 
phenomenon is yet in a preliminary stage
61
. Studies around Observance have been, in 
their great majority, very fragmented, being devoted to provinces and congregations and 
not to the religious orders as a whole. 
Unfortunately, studies concerning the Portuguese Dominican communities are 
practically inexistent both for the female and male branches of the order
62
. The main 
contribution to the history of the Preachers in Portugal is still the History of Saint 
Dominic
63
, started by the sixteenth-century friar Luís de Sousa. This lacuna strongly 
stunts the possibility of a comparative study between the two genders of the order. In 
addition to that, the disappearance of almost all of the illuminated manuscripts that once 
belonged to the Portuguese Dominican friaries hinders this particular study
64
. Thus, in 
order to tackle these hurdles, a four-month period of research was carried out in Florence, 
Italy, as a way to collect information on the production and commission of manuscripts in 
another observant congregation. As will be further explained later, the Dominicans of 
Central and Northern Italy played an important role in the development of the Observant 
Reform which, in addition to the exceptional surviving of historical sources and artworks, 
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1. Before the Observance: Statutes, jurisdiction and practice in the early-Dominican 
nunneries 
 
 It was only recently that the history of the Dominican nunneries has begun to be 
written. Since the focus has been changed from a simplified view of the foundation of a 
female branch of the Order of Preachers by Saint Dominic, to the actual history of the 
birth and lives of the female communities under Dominican care, a tumultuous process of 
incorporation has been revealed and brought to discussion along with the complex 
relations between the female communities and the friars
66
. As will be exposed, the female 
branch of the Dominican order was not, as suggested by traditional narratives, a project 
design by Dominic, but the result of a later, and contested incorporation of a growing 
number of female communities by the Mendicants and the Cistercians.  
Dominic of Guzman, an Augustinian Canon, and founder of the Order of 
Preachers (1216) never made any official connection of any female house to the 
Dominican Order. According to Humbert of Romans, Dominic was responsible for the 
birth of a female branch of the Preachers through the founding of nunneries like Prouille 
(1206/7) - previous to the foundation of the Dominican Order (1216) -, in which the friar 
was responsible for the nuns‘ cura67. However, as pointed by Mercedes Pérez-Vidal, 
these attributions seem to have been done later as a result of Humbert of Romans‘ 
campaign to uniform the order‘s statutes and liturgy in the mid-thirteenth century. 
Previous to the General Chapter of Valenciennes, in 1259, Humbert of Romans‘ 
testimonies, as well as other earlier accounts
68
, mentioned not Dominic but the Bishop of 
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Osma as the founder of Prouille
69. Other female communities like Sant‘Agnese in 
Bologna and San Esteban de Gormaz seem to also have had their foundations wrongly 
attributed to Dominic in the same period
70
. 
Dominic was pointed by Pope Honorius III to reform the Roman nuns, 
reorganized in the nunnery of San Sisto (1219), in Rome
71
. The regulations given to the 
nuns of San Sisto seem to have had the Cistercian statutes as a source
72
 and were later 
extended to other convents under Dominican care like Prouille, San Esteban de Gormaz, 
and other communities not connected with the Preachers such as the Sorores Poenitentes 
Beatae Mariae Magdalenae in Germany (1232)
73
. This regulations along with the ones 
redacted by Humbert of Romans, while Prior of France, for the nuns of Montargis
74
, 
would be the two main texts regulating the female communities living by the spirituality 
of the Preachers. Nevertheless, neither of them meant that there was an official connection 
to the order which would only be achieved through the Constitutions redacted by 
Humbert of Romans in 1259 as part of his undertaking for the uniformization of the 
Order. 
After Dominic‘s death (1221) an incertitude regarding the statutes of the nunneries 
under Dominican care would lead to a debate over the responsibilities of the friars 
towards the nuns
75
. The increasing number of women embracing religious ways of life led 
to the rise of female foundations by some friars in the thirteenth century, especially in 
Teutonia and Central and Northen Italy, as a way to prevent women from falling into 
religious experiments without spiritual guidance - which highly increased the friars‘ 
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obligations towards the nuns‘ care76. As a consequence, in the General Chapter of Paris, 
in 1224, the Preachers tried to exclude the nuns from the order‘s jurisdiction and prevent 
new foundations. The following General Chapters are marked by a growing hostility 
towards the female communities, especially during the generalates of Raymond of 
Peñafort (1238-1240) and John of Wildeshausen (1241-1252)
77
. In 1252, a bull issued by 




 Thirteenth-century debates over the cura monialium (the care for the nuns) are 
marked by the pressure of the Papacy towards the incorporation of the female 
communities by the Mendicants and the Cistercians, against the orders‘ unwillingness to 
take over their care
79
. In the General Chapter of Milan, in 1255, under Humbert of 
Romans‘ generalate, it is decreed that no nunnery should be founded without the General 
Chapter‘s approval.  The reason behind it was the excessive amount of time friars had to 
spend taking care of the temporal and spiritual affairs of the female communities (since 
nuns had no juridical autonomy and could not be ordained), which prevented them from 
accomplishing their mission; in houses like Prouilie and San Sisto and others founded in 
their image, a group of friars should reside in the nunnery in order to take care of the 
nuns, being prevent from preaching
80
. In 1257 Humbert of Romans would be charged by 
Pope Alexander VI with the task of writing constitutions for the nuns under Dominican 
care
81
. The text, approved in the General Chapter of Valenciennes (1259), only predicted 
the spiritual care of the female communities (confession and communion), leaving behind 
the need for the friars to reside in the nunneries
82
. This would be strengthened in 1267 by 
a Papal bull issued by Clement IV
83
. 
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 Nevertheless, these nuns‘ link to the Dominican Order was still weak as the friars, 
without obligation to live in the nunneries, could instead be represented by secular 
chaplains. These would give rise to a multitude of situations in which the connection of 
the nunneries to the Dominican Order, besides institutionalized, could vary, in practice, 
from deep to almost inexistent
84
. In the worst cases the female communities were 
mismanaged by lay attorneys and secular chaplains who, in the case of the poor 
nunneries, could stop performing their duties due to the lack of payment. The confessor, 
who had to be a Dominican, also played, many times, the role of attorney. In 1397, 
Raimund of Cápua would make this an obligation, establishing that each Provincial 
should choose a confessor to play the role of Vicar in the nunneries
85
. Naturally, even in 
this scenario, friars‘ misconduct could also lead to bad management and open the way to 
the infringement of the constitutions. Unsupervised nunneries would give rise to higher 
violations of the constitutions, especially in the case of enclosure, which would be broken 
not only for pleasure but also for necessity, as the nuns had to manage the community‘s 
temporal affairs by themselves. This would be in the basis of the ―religious decadence‖ of 
the fourteenth-century nuns, stigmatized by the Observants in the following century
86
.   
 
1.1. The Statutes  
 
 As mentioned above, the first official link of a female branch to the Dominican 
Order was born with the Constitutions of the nuns written by Humbert of Romans and 
approved in 1259
87
. This official link meant that the nuns were now subdued under the 
hierarchy of the order without being able to participate in the General and Provincial 
Chapters. Life in a Dominican nunnery was regulated by the Rule of Saint Augustine – 
similarly to their male counterparts -, the Constitutions of the nuns – based on the ones for 
the friars -, and some supplementary legislation. These supplementary texts were the 
admonitiones and declarationes– concerning specific situations not covered by the 
Constitutions -, and the ordinationes, containing new dispositions and alterations 
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according to the Provincial and General Chapters. Both the Master General and 
Provincials had the power to edit these supplementary texts, which could lead to some 
differences on the regulations from one Province to another
88
. Additionally, sometimes 




Humbert of Romans had previously written the Constitutions for the nuns of 
Montargis, while Prior of France, taking that text as a basis for the new one
90
. Besides 
some divergences concerning topics like study – which was highly regarded in the friars‘ 
text and overlooked in the nuns‘ version91 -, the main points of diversion between the 
nuns and the friars‘ constitutions concerned enclosure, demanded by the text for the nuns. 
The chapters 28 and 29 contain specific instructions for the keeping of strict enclosure in 
the Dominican nunneries concerning, respectively, architectural adjustments to enforce 
seclusion (De edificiis) and guidelines for the entering and exiting the convent (De 
ingressu et egressu domorum). 
Additionally to the restriction on the foundation of new Dominican nunneries 
through the obligation of a General Chapter‘s approval, Humbert of Romans tried to ease 
the friars‘ task on the care for their nuns through the imposition of the strict enclosure. 
Also, by keeping the nuns enclosed, friars avoided moral problems within their orders, as 
some women were former prostitutes. According to Sylvie Duval, strict enclosure came as 
a moral and practical solution for the problem of the increasing of women willing to 
embrace a religious life and the unwillingness of the religious orders to take their cura
92
. 
The history of enclosure is, therefore, deeply intertwined with the history of the cura 
monialium. However, as pointed before, since 1252 the friars only had the obligation of 
the spiritual cura of the nuns, and could be replaced by lay attorneys and secular 
chaplains. Nuns‘ supervision was not always a priority for the friars, which opened the 
way to an array of situations and negligence of the constitutions. Strict enclosure meant 
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that the nuns needed not only spiritual care (confession and communion) but also juridical 
care to administer their houses. 
Both the Constitutions for the Dominican nuns (1259) and the two rules for the 
Poor Claires (1256 and 1263) predicted strict enclosure for the nuns
93
. This would be later 
extended to all the professed nuns by the bull Periculoso issued by Boniface VIII in 1298. 
This measure came in line with an array of efforts of the Papacy towards the regulation of 
the increasing number of female communities since the mid-thirteenth century. However, 
according to Elizabeth Makowski insurmountable difficulties in its establishment 
prevented it to be fully observed
94
. First of all, the superiors of the orders, in charge of 
implementing the observance of the bull, didn‘t always agreed with it; secondly, the 
decree entailed a change of the rules through which the nuns had professed their vows; 
and finally it presented economic problems since, once prevented from leaving the 
convent, the nuns had to live only from rents, which led to the perish of houses without 
sufficient income
95
. Poor Clares and the Dominican nunneries like Prouilie (able to stay 
under both the spiritual and the temporal cura of the friars), due to the adequacy of their 
previous statutes, seem to have been the most rigorous with the observance of strict 
enclosure
96
. However, it would be only with the Observant Movement (from the late-
fourteenth to the early-sixteenth centuries) and the Council of Trent (1545-1563) that 
efforts towards the nuns‘ enclosure would reach a broader success. 
 
1.2. Life in an enclosed nunnery: Statutes and practice before the Observance 
  
 As previously mentioned, the Constitutions for the Dominican Nuns (1259) 
enforced by the bull Periculoso (1298), predicted strict enclosure for nuns. These 
regulations demanded these women to be permanently kept apart from the outside world – 
with the exception of life threatening situations -, providing detailed instructions for the 
tasks which entailed unavoidable contact with the outside world (such as the reception of 
sacraments, juridical management or infrastructural works in the buildings). 
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 According to the Constitutions‘ chapter on the features of the conventual 
buildings, the clausura (enclosure; meaning the walls providing physical separation from 
the world) should be high and strong in order to discourage the entering or exiting of 
people
97
. The text also predicts the existence of a single and massive door dividing the 
enclosure from the outside world. The door should close through a double lock whose 
keys should be kept apart; the external key was to be kept inside by the Prioress, while the 
internal should stay on the outside with the Provincial. The wall dividing the enclosure 
from the outside should possess, in a suitable place, a gyratory device (a wheel) capable 
of enabling the nuns to receive and send away objects or goods without being seen
98
. In 
the church, the division between the nuns and the lay should be equipped with a little 
grated window through which the nuns could listen to the sermons
99
. More grated 
windows should be open in other suitable places in order for the nuns to confess
100
 and 
speak to the outside (the locutorium). The text adds that, in case of inexistence of a proper 
locutorium, nuns are allowed to use the church window to speak to the outside
101
. Due to 
its dangerous purpose, all these windows should be built in order to avoid contact 
between the nuns and the person on the outside having either a double grate or a grate 
with pointy nails
102
. Moreover, besides grated, all the windows to the exterior should be 
accessed by an interior massive door, also provided with a to-way locking system. 
Besides the mentioned windows, nuns could benefit from an additional one, upon the 
permission of the Master General or the Provincial, in order to speak to the servants
103
. 
 The nuns could not break the enclosure under the penalty of excommunication; 
however, some exceptions were predicted by the constitutions. The first exception 
concerned threats to the community‘s life and the second the reform of other nunneries 
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which had to be undertaken by senior nuns once friars, for the sake of female enclosure, 
were forbidden to perform the task
104
. In turn, a number of people could enter the 
enclosure, and be received solely by the Prioress accompanied by three nuns
105
. During 
the visit, the rest of the nuns should gather in the chapter-house, in the church or in 
another honest place in order to avoid contact with the visitors. None of them should talk 
to the visitors without permission. The Prioress and her three elder companions should 
also be careful while speaking to them and make sure that there was always another nun 
listening to the conversation
106
. 
The restrict list of people allowed to enter the enclosure included powerful persons 
such as monarchs, the Pope, cardinals, bishops, or the patrons of the convents, 
accompanied with a short entourage. Nevertheless, this was only a possibility for the 
cases in which this was an old custom of the house, probably as a way to keep the fruitful 
alliances that ensured the communities livelihood
107
. The Master General, the Provincial 
and their delegates could also seldom enter the enclosure in order to supervise the 
observance of the rule and constitutions
108
. Besides that, enclosure could also be broken 
as a way for a diseased nun to receive the Holy Communion, for the reception of the 
extreme unction, or to perform infrastructural works. In this last case, workers could only 
enter after the Provincial or the Vicar‘s permission and should be received either by the 
Prioress, the Subprioress, the Procuratrix or by three elderly nuns assigned for the task; 
contact with the other nuns should be totally avoided
109
. 
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 As pointed by Sylvie Duval, documents attesting the observance of all these rules 
and the keeping of strict enclosure in the Dominican nunneries are very rare, especially 
before the age of the Observance. According to Duval, the concerns shown in the 
Admonitiones used by the nuns of the Province of Rome reflect the difficulties in the 
keeping of the enclosure. The reception of visitors is one of the prominent topics in the 
text intended to reinforce the constitutions through supplementary rules about the 
reception of workers inside the enclosure (which should happen only when a great 
number of works were needed and only when it was not possible to take care of the them 
from the outside); the invitation of guests by the nuns, which is forbidden; and the correct 
behaviour of those who must enter the enclosure
110
. Private possession and the keeping of 
silence are also concerns reflected in the Admonitiones. 
As has been shown above, until the late-fourteenth century, the conditions for the 
observance of the constitutions were not always present in the Dominican nunneries. As 
will be further developed, in the case of the observant nunneries, the surviving of some 
documents such as notarial acts - by describing the conditions in which the act is taking 
place – reveal some details about the practice of strict enclosure in these nunneries 
(namely recording the presence of the nuns behind the grates in the locutorium). Other 
documents, such as a group of letters exchanged between the Prioresses of the observant 
houses of Saint Gall and Saint Catherine, in Nuremberg, show the commitment of these 
prelates to follow the constitutions regarding enclosure after the reform
111
. In the letters, 
the Prioress of Saint Catherine counsels her peer to build the locutorium in a place 
frequented by the entire community in order to avoid the nuns from using it for long 
conversations, as they would be ashamed to do it in front of the others. Saint Catherine‘s 
prelate underlines the importance of blocking any ―holes‖ allowing sight to the outside 
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world for, according to her, ―it is impossible that a religious person would remain 
unaffected by looking out into the world‖ 112. 
Reformed nunneries went through several architectural adjustments in order to 
follow the constitutions, such as the building of communal dormitories, the addition of 
grates and iron plates to the windows or the building of walls around the convents. These 
changes are recorded in some chronicles revealing, sometimes, not only the practical, but 
also the mental impact it had on the nuns‘ lives113.  
  
 
2. Towards the Observance: Contexts and Agents 
 
 It is today broadly accepted that the period between the late fourteenth and early 
sixteenth century was inflamed by a new religious landscape that ultimately led to 
Reformation and Counter – Reformation of the Church. Observant movements played a 
major role in this scenario as a broad phenomenon that aimed to reform not only all the 
major religious orders throughout Europe, but the church itself as whole and, 
consequently, lay society
114
. Placed within this chronology and, most of all, being 
institutionalized members of the Dominican Observance, the communities presented in 
this study must be understood as part of this reformative environment. Therefore, in order 
to be accurate, matters regarding art, visual culture, patronage or agency within these 
communities must be regarded in relation to Observant practices and ideals. In order to do 
so, a general understanding of this new religious environment, its contexts, and agents, 
must first take place.  
 The Observant Movement as a pan-European phenomenon is still waiting for a 
comprehensive study aiming to connect the several studies that have been applied to 
individual orders or congregations. As an attempt to fill that gap Bert Roest and James 
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Mixson brought together a collection of recent points of view on the theme in a book that 
brings attention to the pluralities of these movements
115
. Thus, a clear view of the 
Observant Movement as a straight-forward narrative will always be a reductive version of 
a very complex intertwining between religious and socio-economic phenomena that 
shaped the tumultuous period leading to the Reform and Counter-Reform of the Church.    
 The major obstacle in the study of Observance is the danger of one-sided 
narratives connected to the prevalence of testimonies led by its protagonists. As part of its 
legitimization the observants engaged in a propagandistic undertaking in which the 
writing of accounts of reform held a special place. These accounts present themselves 
today as the main source for modern historians who still struggle to distantiate themselves 





 (non-Observants) appear misrepresented not only in these 
accounts but also in the orders‘ history, since a great majority of its historians were 
Observants
118
. Thus, scholars recently started to alert to the necessity of a critical 
approaching to accounts produced within the Observance (which also influenced the 
chronicles of the modern period) underlining the need for a cross-comparison with 
external sources. Unfortunately, observant accounts are often the only source of 
information on these movements. In order to tackle this, a careful analyses of the social-
economic environment in which each of these reformative movements arose must take 
place.  
 In a non-linear narrative, observant movements developed gradually and 
simultaneously in the various religious orders and geographical areas in an attempt to 
bring religious life back to its pristine times. Most of all, it can be characterized as a 
multifaceted movement connected to different regional dynamics.  
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2.1. A “New spiritual landscape”  
 
―New spiritual landscape‖ was an expression used by Kaspar Elms to describe the 
new forms of devotion and spirituality taking place in Europe during the fourteenth and 
fifteenth centuries, not only within religious orders, but also among the laity
119
.  
Several scholars agree that, towards the end of the fourteenth century, the crisis 
fostered by the Western Schism and the decreasing power of the papacy coincided with a 
period of religious experimentation and renewal driven by the religious needs of a rising 
and influential urban burgher class
120
. From the end of the thirteenth century onward, 
urban burgher class increasingly engaged in charity practices in which recipients were 
expected to pay its donors by praying for the eternal life of their souls.  
As observed by Maria de Lurdes Rosa in her analysis on the laity‘s spirituality in 
Medieval Portugal, to explain this laity‘s engagement in charity and religious patronage 
solely based on the Mendicants‘ influence seems simplistic. For Rosa, these actions were 
mainly a social act, in which the donor, coming from a lower position – from humbler 
social origins, or in possession of a dishonest wealth -, tried to gain access to a more 
prestigious place in society through religious practice – a factor of social cohesion – and, 
at the same time, purify his fortune, granting a place in Paradise
121
. Lay people were 
increasingly becoming more interested in religious practice either in the comfort of their 
homes - accompanied by their spiritual advisors, in which the Mendicants played a special 
role -, or engaging in rigorist forms of life. The thirteenth century had already witnessed 
the growing of lay groups choosing to live an austere religious life without the need to 
follow a rule or take solemn vows.  As James Mixson puts it - calls to reform were cast in 
a context of anxiety towards professed religion
122
. The debate over the need to take vows 
in order to live a true religious life was a central question in the years between the 
Western Schism and the Council of Basel (c.1431-1445), the first of two reformist 
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. The way of life of those who had taken solemn vows was under attack among 
intellectuals as a result of their negligence concerning poverty, chastity and obedience
124
. 
Suspicion towards religious institutions threw the laity onto their own search for a true 
Christian life and led to them taking the reform of Christianity into their own hands.  
In the Low Countries the rise of what came to be known as Devotio Moderna
125
, in 
the late fourteenth century, would play a crucial role in this renewed spirituality with the 
widespread of spiritual and mystical works born within it. Born from a reaction against 
the decadence of the church, this movement called for a life of purity and spiritual 
renewal anchored in the lives of the Desert Fathers, apostles and early monasticism. The 
Devotio Moderna touched the laity and the secular clergy, counting with a number of 
popular preachers in its early years - led by Geert Groote (d. 1384) -, and would also be 
responsible for an impetus on religious life through the establishment of new monasteries 
and non-monastic institutions
126
. The best known example, known as the Brothers and 
Sisters of the Common Life consisted of lay people who chose to gather themselves in 
groups that required no vows or seclusion, practicing a life of simplicity with great 
emphasis on meditation
127
. However, Modern Devotion developed another branches such 
as the Regular canons and canonesses, wholly monastic from the start, and the Franciscan 
Tertiaries, groups of man and women who eventually adopted the rule of Saint Francis in 
the diocese of Urtreched
128
. In north-west Europe Devotio Moderna was a precedent for 
the grown of Observant ideals.  
Born within this environment, Observant movements attracted many supporters 
bringing back trust on religious institutions. The support of the monarchs and the Papacy 
would lead to a wave of reformation politics resulting, as will be shown below through 
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concrete examples, in the incorporation of many of these non-monastic groups and the 
foundation of a number of new convents
129
. Threatened by the new orders and reformed 
branches of the old ones, traditional factions of the old orders felt the need to fight the 
menace, which resulted in numerous quarrels between reformed and unreformed branches 
until the end of the sixteenth century.  
The belief that the prayers by devote religious would be more effective for salvation 
led people to support the spreading of observant houses, increasingly picked over non 
reformed parish clergy
130
. Thus, as the next topic will show in detail, aristocracy and 
royalty appear as the main engine behind the spread of the mendicant observance. During 
the last years of the thirteenth century hermitages connected to the Franciscan observance 
spread quickly over Portugal under royal and noble protection
131
. During the fifteenth 
century laity support brought the reform to big convents and new foundations, and new 
orders, born within the spirit of reform, grew under their patronage
132
. Strict observance 
of the rules and vow of poverty, along with the promotion of devotional practices focused 
on internal piety, were at the core of the Observance. The uniformisation of liturgy, the 
end of special privileges for nobility, and the widening of admission policies were also 
among the Observant principles. The Observance would also seek to restore communal 
life, bringing back common meals and shared dormitories. Additionally, enclosure was to 
be mandatory for female communities, and men should reduce their time outside
133
.   
Observant Reform was backed up by the great reform councils meant to renew and 
restore the unity of the Church (in the time of the Western Schism)
134
. The council of 
Constance (1414-18) successfully ended the schism but had little impact on reform. As 
for the Council of Basel (1431-45), some improvements seem to have been made towards 
the reform of religious life launching the Benedictine and Augustinian reform and 
encouraging the support of secular forces towards the movement
135
. Cities and lay 
officials embraced the reform, supporting it to gain control over the convents that, on 
account of their good reputation, attracted noble ladies and their vast dowries to their 
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. Moreover, in the fifteenth century, during the effort for the re-assertion of 
papal primacy, among other strategies to restore power, was the Roman Curia‘s approval 
of the Observant movement, which was getting stronger among the mendicant orders
137
. 
Beyond the reform of religious life, observant scholars wished for a broad reform of 
society as a whole producing a long amount of treatises on social and moral issues. 
Reformers sought to govern and educate lay religious life through a whole set of 
propaganda meant to invade the memory of their audience such as sermons, vernacular 




2.2. Observant Movements within the Religious Orders  
 
As pointed before, from the late fourteenth century on, movements towards the return 
of religious life to its pristine foundations developed almost simultaneously within all 
religious orders. The search for the rigour of eremitic ascetism is in the roots of the first 
attempts of reform among Franciscans, usually pointed as the precursors of the 
Observance. In Italy, a hermitage practice gaining momentum within the Franciscans 
from the second half of the fourteenth century onwards, gave rise to a movement aiming 
to recover the Franciscan ideals of evangelical poverty and Christocentric spirituality. 
After a period of inward search and reclusion, a new generation of moderated Observant 
Franciscans embodied a movement geared to preachment and reform led by Bernardino 
of Siena and Giovanni Capistrano. A century later (c. 1440) this movement had gained the 
right to have its own Provincial and General Vicar (observantes sub-vicariis), having 
reformed 600 male and female monasteries
139
. Non-Observant Franciscans fought against 
this menace to the order‘s union not only in Italy, but also in other regions where 
reformist groups had arisen. Other reforming factions of Franciscans chose to retain 
institutional obedience to the main branch of the order (Observantes sub ministris), 
although with a more radical approach to reform, as in the case of the Recollectio 
Villacreciana in Castile, the Martinian‘ friars in Germany, or the male followers of 
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Collete of Corbie in France
140. Observants‘ sub-viicaris would grow in power and 
independence trying to absorb the sub-ministris group; absorption made official by papal 




Among the Clarissan houses the need to reform was felt at different levels and gave 
rise to different kinds of responses. Besides a relaxation towards the observance of the 
Rule and the precepts of communal life, recurrent plague epidemics and prolonged 
military campaigns from the 1340s onward led to the abrupt decline of monastic 
populations. In account of the urgent need to repopulate the convents, and the 
communities‘ loss of income, acceptance policies and profit making were not always in 
accordance with the calling for a life of poverty and obedience
142
.  
During the first half of the fifteenth-century, Collete of Corbie (1381-1447), first a 
Benedictine conversa, then a Franciscan tertiary
143
, was granted permission, by reform-
minded Pope Benedict XIII, to reform the Clarissan Order throughout France and the 
Southern Low Countries, establishing the Collectine communities. Her Constitutions, 
based on the rule of Saint Clare, were adopted by other Franciscan monasteries and 
tertiaries and held by communities outside the Clarissan and Franciscan Order
144
. 
  Clarissan reform also took place under the Observance sub-vicariis, approaching the 
second half of the fifteenth century. In Italy, Observants of Bernardino of Siena‘s 
generation got involved in the Clarissan reform in what Bert Roest points to have been a 
reaction to both the success of the Colletine reforms under - the Conventuals‘ support in 
Northern- Europe -, and the reform congregations of tertiaries, perceived as a threat to 
male authority
145
. The spread of reform under the Observance sub-viicaris would be a 
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multifaceted phenomenon involving numerous starting-points which later exported 
reform to other houses.  
In the Iberian Peninsula reform among the Clarissan world began early, in the last two 
decades of the fourteenth century, within the Castilian Monastery of Tordesillas. The 
reform started spreading in the beginning of the following century, forming the 
Congregation of Santa Clara de Tordesillas which operated under the hand of a powerful 
and perpetual visitator
146
. By the second half of the fifteenth-century the Colletine 
movements would arrive in the Spanish Kingdoms and spread to Portugal
147
.  By the 
same time, the regular Observance sub-viicaris would also start spreading, particularly 
towards the end of the century, with the support of the monarchs Ferdinand of Aragon and 
Isabella of Castile who were committed to reach religious uniformity throughout their 
realms. This enterprise gain force when the Franciscan Observant Francisco Cisneros 
became the queen‘s confessor, joining the monarchs to obtain papal permissions to 
appoint reforming visitators and start a reform program that included numerous female 
houses
148




In Portugal, only a few studies paid attention to the Clarissan houses in the period 
from the fourteenth century on, usually connected to the role of Queen Leonor – Leonor 
of Viseu (1458-1525) -, in the Clarissan renewal
150
. According to those studies, the first 
attempts to reform the Portuguese Clarissan houses took place in the 1470s regarding the 
Convent of Nossa Senhora da Conceição of Beja. In 1498, Leonor supported the 
edification of Jesus of Setúbal with a straight connection to the Collectine reform of Santa 
Clara of Gandía (Valencia), one of the first houses to receive and spread the Colletine 
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reform in the Iberian Peninsula. After that, in 1509, the Queen would support the 
foundation of the most important Colletine house in Portugal, the Convent of Madre Deus 
of Lisbon, populating it – as already happened with Jesus of Setúbal – with ladies of her 
court. Both houses received nuns from Gandía and followed the First Rule of Saint Claire 
and the Colletine Constitutions. Several nuns would later leave Madre Deus of Lisbon to 
found and reform other Clarissan houses. 
 The Portuguese Franciscan Observance grew in power throughout the fifteenth-
century, reaching a great level of autonomy within the Order. During the first years of the 
sixteenth-century, Conventuals tried to assimilate the Observants, unsuccessfully, as the 
last ones counted with King Manuel‘s support (r. 1495-1521). The King would reinforce 
his position over the next years through a gradual incorporation of the Claustral convents 
into the Observant branch; in 1517 Leon X took the Seals of the Order from the Claustrals 
and, by Manuel‘s request, granted permission to reform some Claustral houses, delivering 
their rents to Clarissan convents
151
. Through this measure, Clarissan houses would 
successively pass to Observant jurisdiction. Also by King Manuel‘s request, in 1504 Leon 
X had already decreed the visitation and reform of all Portuguese convents of Franciscan 
nuns
152
. Nevertheless, this reform would never reach completion as nuns would show 
resistance, sometimes with the support of both the secular clergy and nobility
153
. 
King João III (r. 1521-1557) continued his father‘s support to the Observants resulting 
in the Claustrals‘ extinction by 1568. However, the increasing permissiveness of the 
recruitment requirements along with the conventuals‘ assimilation would soon cause 
decadence symptoms within the Observance. This would draw the nobles‘ support to 
more rigorist factions of the Order such as the Capuchin friars
154
.  
In the Augustinian order, an Observant movement influenced by the Franciscan 
eremitical ideal developed around 1385 near Siena, in Italy, leading to the first 
Augustinian Observant Congregation. During the first decades of the fifteenth century, 
additional Observant Congregations were formed in Italy spreading to Spain and Saxony. 
The spread of reform was supported by the reform Councils of Constance (1414-18) and 
Basel (1431-49) along with Augustinian intellectual and institutional leadership. By the 
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end of the fifteenth century, Observance prevailed among Augustinians with eleven 
congregations spread among Italy, Spain, Germany and Ireland
155
. In Portugal, intern 
quarrels within the Order led King João III to ask the Master General for visitators. In 
1535, Friar Francisco de Vilafranca and Friar Luís Montoya came from Spain to reform 
the Order in Portugal
156
. Augustinian Observance was marked by common life, a strict 
observance of the rule, penance, prayer, and an increasing commitment to the sacramental 
life of the laity
157
. 
Carmelite houses were also touched by Observant movements from the beginning of 
the fifteenth century, notably in Italy and Lower Germany. In Italy, the Congregation of 
Mantua would conquer its autonomy within the order being responsible for the reform of 
many Carmelite houses in Northern and Central regions. From the mid-fifteenth century 
on, prior general John Soreth would boost the reform with the promulgation of Observant 
statutes, confirmed by Pope Calixtus III in 1457. Several communities of non-monastic 
women would also be taken under Observant Carmelite wings in this enterprise
158
. In 
Portugal, the need to reform the Carmelites came only in 1528 when Friar Baltazar Limpo 
was appointed reformer through a papal brief. This would, however, be a failed attempt of 
reform, since Limpo‘s leadership was not able to transform the habits and spirituality of 
Portuguese Carmelites. A more efficient reform of the Carmelites would come later, 
under the sign of Saint Teresa of Ávila and Saint John of the Cross, mystics and reformers 
of the Order in the late sixteenth-century
159
. 
Outside the mendicant orders the Benedictine case stands out. Among these houses, 
Observant reforms grew throughout the fourteen and fifteenth centuries with centres in 
Italy, Germany and Austria and were incremented by the reform decrees framed at the 
Council of Basel (1431-49) which demanded a new liturgy and new statutes for 
Benedictine houses. Once more, common life was at the centre of the reform and changes 
were made in the monastic schedule in order to accommodate more time for individual 
meditation, spiritual exercises and manual labour. An effort was also made towards the 
cutting of liturgical additions aiming to restore the simpler liturgy of the Rule
160
.  
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In Portugal, first attempts to reform the Benedictines would start in 1528 as part of the 
efforts of King João III to reform the regular life.  As part of his attempt to reform the 
monastic orders, King João would look up to Spain, where Observant congregations were 
already formed, asking for the coming of Spanish reformers - an exchange facilitated by 
his consort, Catherine of Austria, an Infanta of Castile, and Isabel of Portugal, Empress of 
Spain. Two reformers came from the Benedictine Congregation of Valladolid to carry out 
the reform, first implemented in the Monastery of Saint Tirso, despite some hurdles
161
. In 
1563, under the reign of King Sebastian (r. 1557-1578) and her grandmother Catherine of 
Austria - the regent -, Portugal asked for another visitation from the Valladolid 
Congregation. The visitator found some issues that needed urgent fixing, namely the 
appropriation of monastic assets by the abbots and religious. With the help of Catherine 
and Cardinal Henry, an Observant Congregation would finally be formed in 1566
162
. 
Among the Portuguese Cistercians the first attempts of reform would take place in 
Santa Maria de Alcobaça, under the guidance of the Benedictine Estevão de Aguiar 
(abbot in the period 1431-46), nominated for the charge by the King João I. His 
reformative endeavour can be seen namely through his efforts towards the production and 
acquisition of books connected to the movement of the Devotion Moderna
163
. In the 
1530s, King João III also made efforts to start a reform in the Cistercian houses finding 
resistance from the abbots of Santa Maria de Alcobaça. An Observant Congregation 
would finally be formed in 1567
164
.   
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2.2.1. The Dominican Observance 
 
As in other cases stated above, for a period encompassing almost two centuries (c. 
1388- 1550), the Dominican Observance had a succession of breakthroughs and setbacks 
and was never fully implemented. In each Province observant movements developed 
independently, at their own speeds, often in connection with politics. As a comprehensive 
study encompassing all the knowledge produced around the Dominican Observance is yet 
to be done, works on the different Provinces provide useful data to understand this 
phenomenon broadly. Unfortunately, the Portuguese case remains in the dark, as 
Observant Reform is still a highly unexplored subject, not only for the Order of Preachers, 
but in its general scenario
165
. As the main sources for its study remain the testimonials of 
Dominican historians, based on those from the reformers themselves, a portrait of 
decadence versus virtuosity prevails in the few accounts of the phenomenon. Thus, a 
critical analysis of the Observance‘s development in Portugal, though sometimes difficult 
because of the rarity of external sources, is highly needed. As pointed before, even the 
studies around Portuguese Dominican communities - from all branches -, remain very 
scarce in the Portuguese historiography
166
. Hence, to give a general overview of how 
reform progressed and was received among the Portuguese Dominican communities is 
still a very difficult task.  
The beginning of the Observant Reform among the Dominicans is usually pointed to 
have happened in 1388, under the request of Conrad of Prussia who wished to start a 
friary in Colmar, away from the permissiveness in which the order was falling. Master 
General Raimund of Capua would support and embrace Conrad purposes forging a decree 
to set the order back to its pristine origins, and soon (1391) granting papal permission for 
the existence of at least one reformed house in each Province. In 1396, Raimund of Capua 
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appointed Conrad of Prussia as General Vicar of the German observant houses 
minimizing its dependence on Provincial jurisdiction
167
. 
Before that, in central Italy, Chiara Gambacorta played an important role in the birth 
and spread of reform among the Dominicans, founding the Convent of San Domenico of 
Pisa in 1382 (official bull in 1385), which virtuous life came to be highly admired. 
Through the request of Papal bulls which content not only enforces but also increase the 
austerity of the Constitutions, the Pisan nuns begun a process of self-reform that would 
inspire the way of life of Observant nunneries to come
168
. Among their admirers were 
Italian leading reformers like Giovanni Dominici who, by Chiara‘s request, went to 
preach in Pisa, following Chiara‘s wish to bring the reform to Santa Caterina, the friary in 
possession of her community‘s cura. According to Sylvie Duval the bulls requested by 
the Pisan nuns could have been a way of protection against the claustral friars of Santa 
Caterina as the second bull coincides with the departure of their Vicar (1426) to whom the 
nuns were greatly attached
169. Contrary to the first one (1387), the second bull doesn‘t add 
anything to the constitutions, only enforcing its observance which was probably 
endangered by the appointment of a new Vicar. San Domenico would, thus, serve as 
model to new observant foundations; in 1394 Giovanni Dominici, General Vicar of the 
Observance in Italy, initiated a series of consecutive new foundations in Italy. According 
to Roberts, the Pisan nunnery also served as a model to male houses reformed by 
Dominici in Tuscany and Venice
170
.  
In 1401, after the death of Raimund of Capua, the election of Tomas di Fermo as 
Master General dissolved the observant programme of its predecessor. The new General 
didn‘t believe in a division between Observants and Conventuals, as both lived under the 
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same constitutions, and feared a sacrifice in the study-oriented life of the Preachers in 
name of monastic Observance
171
. The next Master General, Leonardo Dati, brought back 
the programme of Raimund of Capua with a reformist General Chapter held in Metz, in 
1421. Proceedings of next four General Chapters (1426, 1428, 1431 and 1434) restate 
previous reformist ordinations: observance of Rule and Constitutions; mitigation of 
privileges for Masters of Theology and Bachelors, regular attendance of choir duties, and 
rigour in granting degrees and appointing preachers and confessors (sometimes with 
contradicting nominations in the same proceedings, as happens with the General Chapter 
of Colmar in 1434)
172
.  
In Portugal, the beginning of the Dominican Observance was connected to Friar 
Vicente de Lisboa - first Vicar of the Observance -, through the foundation of the friary of 
São Domingos de Benfica, in 1399. King João I (r.1385-1433), who affirmed the great 
importance of the Dominicans for himself and his court
173
, granted the donation of 
Benfica‘s Palace for the birth of the convent174. The Portuguese position in favour of the 
Roman Papacy, contrary to Castile who supported Avignon
175
, might have been decisive 
for the entrance of the Dominican Observance in the Province of Spain. In 1380, the 
election of Raymond of Capua – the launcher of Observant Reform - for Master General 
had divided the Order itself, as Raymond supported Rome against the previous General, 
Friar Elias, who was with Avignon. Despite being part of the Province of Spain, the 
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Portuguese Dominicans obeyed to a different Papacy, therefore supporting Raymond of 
Capua and its reformative ideals. In the 1390s the vicariate of Portugal was already acting 




Despite its early start, the Portuguese Dominican Observance would take a long time 
to spread. The foundation of the two next Observant houses in Portugal - the friaries of 
Aveiro (1423) and Azeitão (1435) -, would only happen after twenty years by the hands 
of King João‘s sons – Pedro, Duke of Coimbra and King Duarte I -, after the birth of the 
Portuguese Province, in 1418. Before that, in 1409, following a dispute with the 
Conventuals, King Duarte, still a Prince at the time, declared himself patron of the 
Dominican Observance, in order to support its cause
177
. According to the sixteenth-
century account of Dominican presence in Portugal by Frei Luís de Sousa
178
, in the last 
decades of the fourteenth century, Portuguese Dominican houses also suffered from the 
crisis of faith that grew in Europe in the years following the Black Death. Describing the 
chaos in the Order during the generalate of Raymond of Capua, A. Mortier, in his History 
of General Masters, writes how common life was threatened by private property, divine 
office was set aside, and the General Chapters‘ resolutions in order to solve the problems 
failed repeatedly
179
. Whether the crisis was as severe as the testimonials report is difficult 
to know since, as stated in this chapter‘s introduction, Observants needed to legitimize the 
urge to reform through a discourse of crisis. 
The first female house with a connection to the Dominican Observance seems to be 
the Convent of São Salvador of Lisbon founded in 1392 by the Bishop João de Azambuja. 
Following the request of João de Azambuja, both the Pope and the King would consent to 
the foundation of a Dominican nunnery attached to the church harbouring his family 
chapel. Besides granting the perpetual custody of the church to the Friars Preachers, 
through his good relation with recently acclaimed King João I – to whom he was an 
important ambassador in Rome -, he would also attach a few other important sources of 
rent to the new community. Besides the Papal permission to found the nunnery, Bishop 
Azambuja was also granted the right to add some statutes to the official Constitutions. 
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The Portuguese position in the late years of the Schism, as the Roman Kingdom of Iberian 
Peninsula greatly helped to the realization of Azambuja‘s intentions180. The Constitutions 
given to the community by João de Azambuja in 1396 state the obligation to observe 
strict enclosure and the subjection to the Dominican Order according to the custom of the 
Convent of San Sisto of Rome
181
. Despite the connection of Friar Vincente de Lisboa to 
the convent‘s foundation182, it is not clear how the nunnery became the first Portuguese 
nunnery to be connected to the Observant movement. In her account on the convent‘s 
foundation, Soror Maria Baptista mentions that in 1434, the convent was already an 
Observant house. According to the nun, Queen Leonor financed the conclusion of the 
building in 1438, by the request of her confessor, Friar João de Santo Estevão who was 
the Vicar of the Observance, movement to which São Salvador was already a member at 
the time
183. However, a quarrel with the Archbishop of Lisbon over the convent‘s 
jurisdiction in 1461 would send the nuns back into Claustral obedience in 1464
184
. The 
next female Observant house would be founded only in 1461, in Aveiro, as will be further 
developed in the next topic.  
By 1466, the Observant Congregation, presided until this date by an Observant Vicar 
under the Provincial‘s jurisdiction, reached its independence, responding now directly to 
the Master General. Two years before that, in 1459, the Castilian crown asked for the help 
of the Portuguese Observant Congregation in the Spanish reform, evincing the good 
reputation of the Portuguese observants at the time. Nevertheless, observance was 
spreading slowly since only one Dominican house had been founded or reformed since 
1435 – the nunnery of Jesus of Aveiro (1461). 
Despite its slow growth, the Observant Congregation grew in power causing a crisis 
among Conventuals who were facing internal quarrels in account of the fight against the 
Observance. From 1501 onward, the recently proclaimed King Manuel I engaged in the 
reform of mendicant orders and sought to resolve the problems between Conventuals and 
Observants. By his request, a set of measures against the Conventuals would take place: 
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First, in 1501, Pope Alexander VI asked Dominican superiors to reform the Portuguese 
Province
185
; then, four years later, the Pope reiterated his request ordaining visitations
186
 – 
revealing the failure of his first attempt. However, the new request would also be 
ineffective since, in 1512, the two main non-Observant houses – São Domingos de Lisboa 
and Santa Maria da Vitória -, were asked by the General Master to adopt a life according 
to the Observance – while maintaining their autonomy -, under penalty of being absorbed 
by the Observant Congregation
187
.   
The coming of a Castilian reformer to Portugal one year later to visit the two houses 
mentioned above seems to indicate that the General‘s request was denied. The brief two 
months stay of Friar Juan Hurtado in Portugal is presented by the Dominican historian 
Friar Luís de Sousa as proof of the province‘s good shape, with no need for reform 
neither in Observant nor in Conventual houses
188
. During Hurtado‘s leadership, 
Conventuals and Observants would merge in 1513 under Observant guidelines, ending 
the distinction between the two branches. However, according to Friar Luís de Sousa, the 
cause of the merge was not the Conventual‘s resistance to the observance but the 
branches‘ parity in virtue189. Nonetheless, the recurrent attempts to reform conventual 
houses that preceded it, reveal that the idyllic setting described by Friar Luís de Sousa 
was unlikely to be accurate. Moreover, ten years later, in the General Chapter of 
Valladolid, Friar Gregório Pardo – a reformer close to the rigorist forms of observance of 
Beata de Piehardita and Girolamo Savonarola - was named to come to Portugal in order to 
help in the Province‘s reform190. However, his four years-staying was not the final victory 
of the Observance, since the reformer seems to have left his position in 1527, which was 
then occupied by a series of non-Observant superiors in a row, until the intervention of 
King João III in 1538.  
An year before, the King had already asked the Empress of Spain – Isabella of 
Portugal – for help fixing the Portuguese Province. Friar Jerónimo de Padilla, from the 
rigorist school, came to Portugal in 1538, finding resistance from the non-Observant 
party, as the consequent reinforcement and amplification of his powers over the Province 
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. Despite the resistance, a number of Spanish friars came to the Portuguese 
convents with the intent of bringing Observance to the resistant houses. By the request of 
King João III, the Spanish reformers continued in charge of the Province after Padilla‘s 
death, in 1540. Despite great resistance to Spanish oversight, the cycle of Spanish 
reformers would continue until 1560. Nevertheless, in 1559 the Provincial Friar Luis de 
Granada saw his Book of Prayers added to Spanish Index which favoured the election of 
the Portuguese Jerónimo de Azambuja, a man trusted within the Inquisition and, 
consequently, perfect to succeed Granada. Azambuja was not an advocate of reform and 




2.2.1.1. Reform among the female branch 
 
a) External agents 
 
As showed before, observant movements spread across Portugal under an 
environment of search for the pristine ideals of Christianity that brought together both 
ecclesiastical authorities and laity in a mission to reform church and society. The 
expansion of the Dominican nunneries that took place during the first half of the sixteenth 
century can be understood as part of the complex dynamics between the described 
environment – in which mendicant orders were experiencing a period of expansion and 
the laity‘s support, particularly concerning its observant branches -, and the gradual 
regularization of non-monastic communities which had developed during the first half of 
the fifteenth century.  
Both the creation of the Portuguese Province in 1418 and the independence of the 
Observant Congregation in 1513, were key to Dominican expansion. Between the last 
years of the fifteenth century and the mid-sixteenth century, ten nunneries were founded 
throughout the realm under the protection of the monarchs and the nobility, joining the 
pre-existing number of solely three. As the work of João Luís Fontes on Portuguese non-
regular communities show
193
, most of these new foundations were stemmed from those 
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lay groups under a process of gradual institutionalization from the last years of the 
fifteenth century on. This process that sometimes seems to have been favoured by an 
internal crisis within the groups, followed the common proceeding used in other 
provinces under reform, in which members of Observant houses would leave to start new 
communities or reform pre-existing ones. As shown by the accounts, regularization was 
not always accepted by all members of a lay group, as some chose to leave. Some of 
them, mostly the ones constituted by men, fought to find solutions that granted 
independence from religious orders despite regularization
194
. 
Observants‘ position towards non-regular ways of religious life was ambivalent; in 
one hand they were sympathetic to these man and women but, in the other hand they had 
to defend their status of professed religious from those experiments. Many reformers tried 
to find a middle ground connecting this ways of life to the history of the orders through 
theological treatises
195
 or creating what Alison More called ―fictive histories‖ picturing 
the non-regular groups as part of their orders‘ past196. However, after the Council of 
Trent, in 1568, those who lived as religious without vows were ordered by Pope Pius V 
either to join an order or to dissolve their communities. In the same way, the resemblance 




Non-regular religious communities - which had developed throughout the country 
during the first half of the fifteenth century as small groups living under the observance of 
a strict poverty -, experienced a period of transition to regularization caused both by the 
growing of reformative politics
198
, and the death of its charismatic leaders. The second 
Observant nunnery of the realm, and the first to be founded as an Observant house, would 
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develop from one of these communities formed around 1450 by a small group of women 
living in Aveiro, under the protection of the Dominican friars of Santa Maria da 
Misericórdia
199
. Following the guidance of the friars Preachers the founder Beatriz Leitão 
- widow to Diogo de Ataíde, nobleman of the Duke of Coimbra -, along with Mécia 
Pereira - also a widow
200
, who joined the reclusion in 1460 -, gathered efforts to transform 
their community into an official Dominican nunnery. A few surviving documents
201
 
dating from the years before the official cloistering in 1465
202
, bear witness to the 
widows‘ efforts to acquire assets for the future convent which, according to the 
foundational bull issued by Pius II in 1461
203
, should be able to provide rents for the 
subsistence of six women. The women should also provide the enlargement of the 
building and its adaptation to the observance of strict enclosure, as documented in the 
chronicle of the convent‘s foundation204.  
In some of these non-religious groups the process of regularization was sometimes 
fostered by the break of the principles advocated by its founders in order to prevent 
corruption of ideals, like politics against assets acquisition and acceptance of aristocratic 
members. The will of Brites Galvoa, foundress of a non-regular community that came to 
be a Dominican nunnery, reveals how the leader tried to keep the group small in order to 
avoid the need for large rents, along with a policy against the acceptance of wealthy ladies 
which could endanger their poverty‘s rigorism205. The case of Joana Correia, who came to 
be leader of the Galvoas group and first prioress of the Dominican community originated 
from it, is paradigmatic of how powerful ladies searching for a reformed regular life were 
the leaders of some of these regularization processes.  
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 As an account of the foundation of the Convent of Nossa Senhora do Paraíso 
attests, Joana Correia, aided by her circle of powerful acquaintances, was responsible for 
leading the group from a non-regular community to an official observant Dominican 
convent in 1513-15
206
. Álvaro da Costa (c.1470-1540), Head- chamberlain to King 
Manuel I and main patron of the convent
207
, would be the main mediator between Joana 
and the crown. Similarly, the account describes the role of Prioress Joana Correia in 
granting financial stability to the community with her vast patrimony, along with the 
expansion of the conventual buildings
208
.  
 In the same way, the role of Isabel de São Francisco, another noble lady within a 
powerful circle, would be key to the passage of the Augustinian nunnery in which she was 
the prioress to a Dominican Observant community in Abrantes – the Convent of Nossa 
Senhora da Graça. An admirer of the Observant way of life, Isabel turned to her father, 
Fernando Alvares de Almeida, Head-chancellor to King João III, in order to grant 
permissions from the crown and the Holy See to join the Dominican Observance, which 
happened in 1541.  A few years later, in 1548, the community moved into a new building 
erected by King João III who, along with his consort Catarina of Austria, was one of the 
community‘s main patrons. A few surviving letters exchanged between the prioress and 
Catarina show the Queens‘ good will towards the nunnery209. Her will, in particular, 
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reveals her concerns with the nunnery‘s financial wealth and noble population, ascribing 
it a perpetual large some in interests. Besides that, the Queen left detailed instructions for 
the continuous opening of ten vacancies for noble ladies of the King‘s chaplain choice, to 
be received by the community without the need of a dowry. These ten ladies would also 
be granted an annual pension to expend as they wished
210
. 
Lay patrons seem to have been the main agents in the process of regularization of 
lay religious groups playing a decisive role in the choice of the Order to which they 
became part, and exchanging their patronage for the zeal of their souls. Wealthy widows 
and landlords, often with connections to Dominican friars, appeared linked to a number of 
new foundations, as was the case of the already mentioned Convent of Jesus of Aveiro. In 
1494 the Convent of Santa Ana would be founded in Leiria by Catarina, Countess of 
Loulé, a widow whose confessor was the Prior of Misericórdia‘s Dominican friary, João 
de Braga. Micia Moura, another noble widow, wished to sponsor a convent for a group of 
lay religious women living together in Montemor-o-Novo, foundation that took place in 
1513 as the nunnery of Nossa Senhora da Saudação. In her donation chart Micia Moura 
named King Manuel and the kings to come as the convent patrons, role that was assumed 
by the King. The king‘s patronage would attract other noble patrons as Álvaro da Costa, 
main patron of the Convent of Paraíso of Évora
211
. As already shown, King Manuel I was 
sometimes directly engaged in the founding of these new communities; in the first years 
of the sixteenth century, following the expelling of the Jews, he granted a Lisbon‘s 
synagogue to a group of women who called themselves Franciscan tertiaries, despite no 
rule or obedience. He would also ask for papal permission to reform the community into a 
house of the Dominican Observance, process he started in 1515
212
. According to Friar 
Luis de Sousa, four women accepted the change
213
 and joined tree nuns from Jesus of 
Aveiro to form the new community.  
Aristocracy appears also as background to a number of new Dominican nunneries 
that would later became the founder‘s family resting place. These patrons would leave 
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detailed instructions for the community‘s zeal of their souls in their donation charters. In 
1528, Pedro Silva, a nobleman of Elvas, sponsored the foundation of the Observant 
Convent of Senhora da Consolação of Elvas in order to start a community with two 
religious lay women that lived as Dominican tertiaries. In the foundation licence the King 
states the sponsor‘s privileges guaranteeing that the convent would continuously have a 
chaplain to assure the services devoted to him, and that every day, after conventual mass, 
a responsorial would be sung in his honour, naming him by his name
214
. Writing about the 
rising phenomenon of the foundation of family chapels among burglar urban class during 
the fourteenth and fifteenth centuries, Maria de Lurdes Rosa underlines how  this peculiar 
requests obliged to a daily recall of the founder, who sometimes used liturgical language 




In the same way, Joana de Ataíde, daughter of João de Sousa, Commendator of 
Ferreira, who had a childless marriage to Luis de Brito, wished to found a Dominican 
nunnery with her dowry, which happened in 1519, with the birth of the Convent of Nossa 
Senhora da Rosa of Lisbon. In their donation, the couple states their wishes: Joana de 
Ataíde asks for a daily singed mass and a weekly nocturne; her husband asks for a daily 
mass and a weekly nocturne for the dead. They also attested that, after their death, assets 
left to the community were to be managed by the Provincial, who should provide a visit to 
the convent every three years to ensure the keeping of the Observant life
216
. Francisco de 
Portugal, Count of Vimioso, was responsible for building the Convent of Santa Catarina 
de Sena, in Évora – a place that would bring together two pre-existing communities of 
Dominican tertiaries as nuns of the second order: Santa Marta and Santa Catarina de 
Sena. The count wished to erect a new church at the tertiary house of Santa Catarina de 
Sena - where his grandmother was buried -, project that didn‘t meet his expectations, 
making him chose another convent as his family‘s resting place. However, in 1542 he 
donated the old church of Catarina de Sena to the Santa Marta‘s community, funding the 
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A few communities seem to have been born ex-nihlo as indicated by the cases of 
Santa Ana of Leiria, Nossa Senhora da Rosa of Lisbon and São João Baptista of Setúbal. 
In these cases, nuns from reformed houses came to start new communities directing a 
group of novices which included, most of the times, ladies of the patron‘s family. This is 
the case of the Convent of São João Baptista in Setúbal founded in 1525 by Don Jorge, 
Duke of Coimbra, illegitimate son of King João II, brought up by his aunt, Princess Joana, 
in the Convent of Jesus of Aveiro. Don Jorge started by donating the chapel of São João 
Baptista of Setúbal to the Friars Preachers intending to found a friary, however, according 
to the chronicler Friar Luís de Sousa, his three daughters made him change his mind and 
found a nunnery instead
218. His daughters and nieces were among the convent‘s first 
novices, soon reaching the directive positions, and granting a close relationship between 
the institution and their patrons.  
 The two non-Observant Dominican nunneries – the Convent of Saint Dominic of 
of Santarém, founded in 1240, and the Convent of Corpus Christi of Vila Nova de Gaia, 
founded in 1345 -, were also subject to reform during the first half of the sixteenth 
century, receiving nuns from Jesus of Aveiro as its prioresses. In 1513 the first group of 
nuns was sent to Santarém to start the reform. Through Aveiro‘s book of professions it 
has been possible to learn that Mécia Pereira, Aveiro‘s subprioress, left her community to 
direct the new
219
. Despite the lack of information about the reformation process in these 
communities, some entries in Aveiro‘s documents mention its nuns‘ leaving to direct the 
community of Santarém throughout the sixteenth century, evincing a constant need of 
support that may imply some resistance to the reform. According to Aveiro‘s book of 
professions, in 1533, another nun, referred only as Dona Antónia, would leave to become 
Santarém‘s Prioress220. Francisca Doayrios‘s entry in the Memorial of the sisters deceased 
in the Convent de Jesus de Aveiro reveals that, by the Provincial‘s order, in 1574, she 
would leave Aveiro, where she had been prioress, cantora (singer) and sacristan, to 
become Santarém‘s new prioress221. Margarida Tavares‘s entry reveals that she also was 
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Santarém‘s prioress, before dying in Aveiro in 1585222. In 1584, another nun from Aveiro, 
Ângela Meneses, would be elected prioress of the Convent of Santarém, where she 
remained until the end of her priory, in 1588
223
. According to the same documents it can 
be known that, in 1542, the Provincial Jerónimo de Padilla sent two nuns of the Convent 
of Aveiro to Vila Nova de Gaia in order to reform its Dominican nunnery. The nuns in 
charge of the positions of Prioress and Mistress of the novices, returned to Aveiro shortly 
after, in 1544
224
. As can be seen by the information provided by the records of Aveiro, the 
nuns chosen to go implement the Observance in other communities stand for their 
experience in directive positions
225
. 
If, in general, Observance seems to have been well accepted among rulers, cities 
and society - as it favoured their devotional and political agendas -, there was a resistance 
among laity. Some families feared loss of control over their endowments having been 
patrons of a convent for generations. Strict enclosure also meant loss of access to their 
cloistered daughters who refused to abandon their communities, where, on occasion, their 
ancestors were buried
226
. Moreover, reform often meant a transition of obedience and, 
consequently, of power, both outside and inside the convent where the directive positions 
were occupied by nuns from Observant communities. Despite the inexistence of 
testimonials of resistance concerning Portuguese Dominican nunneries, some cases are 
known in other provinces
227
 and some Portuguese Clarissan houses
228
.  
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Among the clergy there were also some hurdles to tackle. Some struggles with 
ecclesiastical authorities can be found in the surviving accounts of the reformed houses. 
The nunnery of São Salvador of Lisbon, founded in 1392, and the first Observant nunnery 
of Portugal, saw its obedience to the Friar Preachers threatened by the Archbishop of 
Lisbon who demanded its passing to the Archbishopric at least two times, between 1461-
63 and 1511-14. Willing to remain in the Preachers‘ obedience, the community fought for 
its cause in Rome, returning to the Dominican jurisdiction after both attempts
229
. As 
mentioned above, the popularity of the mendicant Observance was stealing the care of 
souls from parish clergy who felt threatened. The future community of Jesus of Aveiro 
also had a quarrel with Coimbra‘s clergy who feared that the establishment of an 




b) Nuns as reformers – establishing observance inside walls 
 
Besides being, as shown previously, sometimes directly connected with the 
foundation of observant houses, nuns had a crucial role on the establishment and 
maintenance of the observant life among newly reformed communities. The already 
exposed process through which reform spread across communities – in which senior nuns 
left their houses to take directive positions in unreformed institutions -, was responsible 
for sending a great number of religious women to the new communities. Prior to the 
Observant movements, this method of reform was already predicted in the Constitutions 
of the Nuns (1259), as a way to avoid male reformers into the nuns‘ enclosure231. In his 
book on the reform in the Dominican Order
232
, Johannes Meyer describes the rite 
associated with the reception of senior nuns into a convent to be reformed: following a 
procession into the church, the antiphon Sub tuum would be sung at the altar of the 
Blessed Virgin Mary. Then the Observant sisters would proceed to the nuns‘ choir where 
they would sing the hymn Veni creator (including the versicle), followed by the 
appropriate oratio. The rite seems to have been held in the convents of Freiburg-
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The convent of São Salvador of Lisbon served as model for the Convent of Jesus 
in Aveiro whose bull of foundation stated the need of following the same statutes and 
privileges of the precedent house
234. However, the quarrels surrounding that convent‘s 
jurisdiction at the time of the foundation of the Convent of Aveiro would send it back to 
claustral obedience. Therefore, it would be Aveiro‘s nunnery, and not São Salvador - the 
first Observant house of the realm - that would assume the role of mother-house for 
convents to come. Moreover, its prestigious reputation attracted the daughter of King 
Afonso V, Princess Joana, who lived cloistered in a house adjacent to the convent. 
Increasingly influent, the Convent of Jesus kept attracting ladies from the most prestigious 
families who would then be sent to occupy the highest positions in the new foundations.  
These nuns were sent to Leiria (1494), Santarém (1513-88), Montemor-o- Novo (1513), 
Lisbon (1518, 1582), Setúbal (1529), and Vila Nova de Gaia (1542-88)
235
. 
The records of Jesus of Aveiro report how nuns‘ circulation continued for a long 
period after the beginning of each reform, which may suggest some difficulties in its 
establishment. As mentioned above, the reformed Convent of Santarém – whose reform 
started in 1513 -, kept receiving its prelates from Aveiro until, at least, 1588. Similarly, 
the Convent of Anunciada of Lisbon - which received the first group of nuns from Aveiro 
at the time of its foundation in 1518, and was under their direction until 1569 -, received a 
new one - Cecília da Assunção - as its prioress in 1582
236
.  
This process meant not only a transmission of ideals but also of tools of catechism 
such as texts, devotional objects, liturgical practices, etc
237
. According to Gisela 
Muschiol‘s work on the migration of nuns, women sent to new houses as reformers took 
positions directly linked to the liturgical practice and were usually highly literate and able 
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to write liturgical books
238
. According to Johannes Meyer‘s Buch der Reformacio 
Predigerordens, this sisters also had the duty to teach singing, reading and writing
239
, as 
can be seen in the concrete example of Sister Margreth Kartauserin in Nuremberg, a 
migrating sister, who held the position of cantora in her new house, where she was also 
responsible for the writing of many choir-books
240
. Similarly, as will be addressed later in 
greater detail, Sister Isabel Luís, mistress of the novices and writer of choir-books in her 
mother-house in Aveiro, would be one of the first nuns to be sent to a new house as 
reformer when the Observance began to spread in Portugal.  
Thus, some similarities can be found between Observant nunneries evincing this 
network of transmissions. According to a sixteenth-century account composed within the 
Convent of Paraíso of Évora
241
, prioress Joana Correia asked Isabel Vaz - prioress of the 
Convent of Montemor-o-Novo who came from Aveiro -, to reform the new community. 
Considering that Évora‘s convent had no need for reform, instead of reformers, Isabel 
Vaz sent them the Portuguese version of Humbert of Romans‘ Constitutions of the Nuns 
so they could start following it
242
. This vernacular version of the Constitutions is believed 
to be the same as the one copied in Paraíso of Évora by prioress Margarida Grã‘s demand, 
in 1537
243
. Additionally, a similar copy
244
, believed to have been made around 1525, can 
be found among the surviving documents concerning the Convent of Jesus of Aveiro
245
. 
Exchange of books between Observant houses can also be attested in other Provinces, like 
Teutonia, in which the convent of Saint Gall borrowed an evangeliary, a gradual and a 
hand-book from the sacristan of Saint Catherine of Nuremberg. In turn, the latter sent a 
Ritual to Altenhohenau, which had previously received nuns from the convent of 
Nuremberg in order to be reformed
246
. 
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Moreover, Paraíso‘s nunnery, in Évora, was home to the only Dominican 
liturgical book
247
 known today to reproduce the peculiar office - Exullet plebs fidelium- 
for the Feast of Immaculate Conception found in an antiphonary from Jesus of Aveiro
248
. 
The peculiarity of this office resides not only in its content but also in the feast it 
celebrates, since the Dominicans theologically opposed Immaculate Conception. Instead, 
the Preachers preferred the term Santification referring to the virgin‘s exoneration after 
her sinful conception. Firmly advocated among the Franciscans, the Feast of Immaculate 
Conception was firstly introduced in Portugal in 1320, in Coimbra‘s diocese. Information 
supporting its celebration can be found in Colegiada de Guimarães since 1329, and in 
Braga‘s diocese since 1374. In the first half of the fifteenth century, the dispute over the 
Conception leads King D. Duarte (r.1433-38) to comment on the matter through a chapter 
of his Leal Conselheiro (1438)
249
. Here the King adopts the Franciscan position arguing 
in favour of the Immaculate Conception, probably influenced by his Franciscan confessor 
Friar Gil Lobo, or simply translating the Portuguese clergy‘s view250. In the fifteenth and 
sixteenth centuries the imaculist feast can be found in liturgical books from the Cistercian 
nunneries of Santa Maria of Lorvão and São Dinis of Odivelas
251
. According to Solange 
Corbin, who studied Aveiro‘s office for this feast - Exullet plebs fidelium -, contrary to 
what happens in Aveiro, Portuguese liturgical books tend to present, instead, the office 
Gaude mater Ecclesia for the Conception Feast
252
. This office seems to have been the 
most used for imaculist celebrations in Europe, presenting a number of variations
253
.  
The Immaculate Conception seems to have also been celebrated in the Dominican 
nunnery of Anunciada in Lisbon, which received nuns from Aveiro at the time of its 
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foundation in 1518. An Antiphonary contains the feast of the Immaculate Conception, 
although presenting instead the office Gaude mater Ecclesia, in accordance to the 
Portuguese tendency
254
. A Gradual from 1524
255
 also presents chants for the Mass of the 
feast. However, the choice of the office Gaude mater Ecclesia, suggests that the tradition 
of celebrating the feast did not come from Aveiro, resulting probably from a local 
tendency. Additionally, the feast can also be found in a thirteenth-century Dominican 
antiphonary from Bologna with an original rhythmic office, similarly to what happens in 
Aveiro‘s nunnery256. Following Corbin‘s work it can be learned that there were three 




According to Corbin, the fact that Aveiro‘s antiphonary was produced within the 
last two decades of the fifteenth century, coinciding with the period in which, for three 
consecutive years, the Dominican law was in accordance with the imaculist Holy See 
(1481-84)
258
, can be the explanation for the celebration of the Conception in Aveiro
259
. A 
missal written by the nun Isabel Luís in 1481 also attests for the celebration of the 
Conception in the nunnery
260
. However, this devotion seems to have had older roots, 
since Jesus of Aveiro‘s records mention Leonor de Meneses‘ profession occurring in the 
Conception feast of 1472
261
. According to Domingos Mauricio dos Santos, a fifteenth-
century fountain in Aveiro had the inscription ―Maria concebida sem pecado‖ (Mary, 
conceived without sin), showing the imaculist position of the region. According to the 
author, the Dominicans of Aveiro were probably following the country‘s and the 
diocese‘s imaculist position, despite the doctrine of the Order262. 
                                                 
254
 BNP, LC 130, fol. 23: ―Incipit offcium de Conceptione Sancte Dei genitrieis et Perpetue Virginis 
Marie‖. 
255
 BNP, L.C. 112, 1524. 
256
Bologna, Museu Internazionale e Biblioteca della Musica, Lit. 2. (Description in Stefania Roncroffi, 
Psallite sapienter. Codici musicali delle Domenicane bolognesi (Firenze: Olschki, 2009), 136–37. 
257
 ―Dominican Manuscript from the fourteenth century‖ (CL. m. Monacense 23|54); ―Dominican 
breviary from the fourteenth century‖ (Cod. Olmutz, bibl. Publ. VIII-4D); ―Fifteenth-century Dominican 
breviary from Soleure‖ (without shelf mark) referred by Corbin, ‗L‘office de La Conception de La Vierge : 
À Propos d‘un Manuscrit Du XVème Siècle, Du Monastère Dominicain d‘Aveiro, Portugal‘, 44–45. 
258
 In 1481, in the General chapter held in Rome, the Preachers would approve the Conception Feast, 
although soon going back to their previous anti-imaculist position, in 1484. 
259Corbin, ‗L‘office de La Conception de La Vierge : À Propos d‘un Manuscrit Du XVème Siècle, Du 
Monastère Dominicain d‘Aveiro, Portugal‘, 53. 
260
 BPE, Cod. Manizola 115. 
261
 Domingos Maurício Gomes dos Santos, O mosteiro de Jesus de Aveiro, vol. II–1, Publicações 
culturais 65 (Lisboa: Public. Culturais, 1963), 59. 
262
 Santos, II–1:58. 
 61 
 
 Through her analysis, Corbin suggests that, contrary to what happens in the text, 
the music for this office is not original, being inspired in other Dominican pieces. Also 
according to Corbin, the poet and the composer cannot have been the same, as there seem 
to have been a disparity between text and notation concerning latin accentuation. Through 
her musical analysis of the rhythmic structure, Corbin also suggests that Aveiro‘s text was 
copied without the poet‘s presence, as the copyist fails the syllabic structure263, which 
may indicate the existence of a former exemplar. Such exemplar was probably supplied 
by the friars of Santa Maria da Misericórdia in charge of the nunnery‘s cura and 
instructors of its first copyists
264
.  
Thus, it is possible that some liturgical books were brought from Aveiro to serve 
as models in the new communities. As a matter of fact, musicologist Costa Júnior found 
the reproduction of two of Jesus of Aveiro‘s rhymed offices in a choir book from the 
Convent of Santa Ana in Leira
265
.  
As it will be analysed over the next chapters, textual transmission and library 
building were part of the Observant legacy and existing documentation can attest to a 
network of book loans between some Observant houses. Namely concerning book 
decoration, this phenomenon could also be connected to shared-aesthetic traditions and a 
specific visual culture. In the following chapters I will try to analyse the fifteenth and 
early sixteenth-century textual and art production in the Dominican Observant nunneries, 
in the light of this religious environment which was strongly shaped by the use that 
Observant reformers made of text and image as dissemination tools.  
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1. First the bow is bent in study. Then the arrow is released in preaching
266
: The book 
and the study in the Dominican legislation 
 
1.1. The significance of the study 
 
 Before tackling the subject of the relationships between Dominican women, 
books, and literacy, one must first go through the history of Dominican legislation in 
order to understand what was expected of the Preachers in this matter. First of all, it is 
important to inquire what where the regulations for the male branch of the order to which 
great part of the legislation is addressed. In this analyses one must, however, bear in mind 
that contrary to their fellow friars, Dominican nuns were not expected to take part on the 
mission of apostolate that defined the order and made studying a central activity in the 
friars‘ life. Prevented from preaching and under an increase of the enclosure‘s austerity, 
Dominican nuns were closer to the monastic orders in which contemplation and the 
Divine Office were at the centre of their daily life. 
 Since the beginning of its history, the Dominican Order had a straight connection 
to the university. The foundation of priories close to universities helped the enrolment of 
friars in its courses and also favoured the finding of new members connected to the 
academic environment
267
. The first version of the Constitutions (1220) predicted that a 
professor be appointed in each priory
268
, which later gave rise to an organised system of 
higher studies within the Order: from priory schools to provincial schools and general 
houses of studies
269
. The basic curriculum of a priory school included lectures, 
disputationes (disputations) and repetitions: Two cycles of lectures, one on the Scriptures 
(on a book of the Bible) and one on theology (the Sentences of Peter Lombard) were 
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270; weekly disputations were hold by the lecturers; and a ―brother 
repeater‖ offered daily repetitions of the lectures and summaries of the disputations. 
Every friar, not only the novices, should attend lectures and disputations
271, and a ―master 
of students‖ was responsible to work alongside the lector functioning as a tutor to the 




The study of pagan philosophy and liberal arts was extremely restricted in the 
primitive Constitutions in which it was allowed only under special permission of the 
Master General or the General Chapter
273
. However, in the Constitutions of 1358 it is 
possible to see a softening to this ban, since the permission could now be given also by 
the Provincial Chapter or the Prior
274
. Dominican formation also included training as 
preacher and confessor; preaching was taught mostly through imitation of experienced 
members which was complemented by the help of handbooks for the preparation of 
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sermons. Additionally, regularly study sessions in sacramental theology and canon law 
were set to prepare the friars for the role of confessors
275
. 
The best students could then be sent to provincial schools in order to pursue 
advanced studies. Here the curriculum included logic, natural philosophy and advanced 
theology. The provincial studia could then give access to the study of theology at the 
studia generale, established in different cities by the authority of the General Chapters
276
. 
Firstly, it was predicted that each province should send three of his best students to the 
order‘s studium generale in Paris277. Later (1298-1301)278  it was added that each 
Province, with the exception of Greece, Holly Land and Denmark, should provide a 
studium generale capable of receiving two students of each Priory
279
. The friars that 
reached the studia generale should then return to teach at the Provincial schools
280
.  
As previously shown, the significance of the study in the Dominican life is attested 
by the attention given to that matter on the order‘s legislation281. The Constitutions of 
1220 already addressed matters related to the study throughout the text but it‘s only in the 
version of 1241, restructured by Raymond Peñafort, that it is possible to see, for the first 
time, a chapter devoted to the theme under the title De studentibus
282
. This main role of 
the study, however, can be seen in the Prologue to the primitive constitutions (1220) 
which reads: 
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―(…) the prelate shall have power to dispense the brethren in his priory when it 
shall seem expedient  to  him,  especially  in  those  things  which  are  seen  to  
impede  study,  preaching, or the good of souls, since it is known that our Order was 
founded, from  the beginning, especially for preaching and the salvation of souls. 
Our study ought to  tend  principally,  ardently,  and  with  the  highest  endeavour  
to  the  end  that  we  might be useful to the souls of our neighbours
283.‖ 
 
Thus, the constitutions also predict that study take precedence over some of the 
conventual duties when needed:   
 
―When Matins are finished, chapter  is  held,  or  may  be  postponed  until  after  
Prime  or  omitted  altogether  according to the judgment of the prelate, so that 
study not be hindered 
284
.‖   
 
  ―All  the  hours  are  to  be  said  in  church  briefly  and  succinctly  lest  the 




―Those  who  are  studying  shall  be  treated  by their  superior  in  such  a  manner  
that  they not be easily withdrawn from or hindered in their study because of some 




Additionally, the best students could benefit from a private cell in order to improve 
their study. Students were also allowed to spend time in their cells reading, writing, 
praying, sleeping or keeping nocturnal vigils in the sake of study. However, in the case 
study was neglected the cell would be assigned to other friar, and the previous keeper 
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assigned other tasks apart from study
287
. The care for study was also among the 
instructions for visitators who should make sure that communities were fulfilling their 




1.2. Possession, keeping and copying of books 
 
General issues regarding possession, selling and transportation of books are also 
regulated by Dominican legislation. First of all, the Constitutions predict that novices 
should not be given definitive use of books
289
 and what books should be given to the 
friars destined to go beyond provincial schools. According to the primitive Constitutions, 
friars destined to study at the studia generale should receive at least three books of 
theology from the Province (a Bible, the Sentences by Peter Lombard and possibly the 




. The Constitutions of 1358 keep the same 
instructions regarding the basic book provisions for students
292
, however, as Mulchahey 
points out, the Order‘s increasing opening to pagan philosophy and liberal arts made way 
to the provision of additional books such as manuals on logic and natural sciences from 
the 1240s onwards
293
. However, only the friars elected to advance through the Dominican 
learning system benefited from further access to philosophical disciplines
294
.  
Additionally, along with the itinerant character of the Preachers came the need to 
legislate on the itinerancy of books. This seems to have been an increasing concern since 
the Primitive Constitutions in which book itinerancy is overlooked. In 1228, it was 
already predicted what to do with the books of a travelling friar in case of his death: the 
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books should become property of the friar‘s destination province295. In the General 
Chapter of 1240, however, it was established that the books carried by a friar sent to 
another province as a master for an unlimited period – weather still in journey or after 
reaching his destination -, in the event of death , should return to his original province 
(except for the ones obtained in the current province). As for limited visits, all the 
Master‘s books should return to his original province. In the case of the books carried by 
friars travelling for a reason other then teaching –who should carry with them no more 
then a bible, their notes and a breviary – the legislation predicted that property be given to 
the province to which he was travelling
296
. These restrictions would be suppressed in the 
General chapter of 1280
297: distinctions on the character of the friars‘ mission were 
ceased and all friars could now carry with them all the books they need. Only the 
distinction between effective and temporal transfers of friars remained
298
. 
As for information on the keeping of books in the convent, Humbert of Romans‘ 
De officiis Ordinis‘ entry about the librarian can be a great source299. Through that text it 
is possible to know that the books should be kept in a wooden cabinet (armarium), duly 
protected. They should be organized according to their content, in shelves labelled 
according to the different subjects. The librarian should keep an updated inventory of all 
the books which should then be passed onto his successor
300
. Each book should also be 
labelled regarding subject and donor and possess an indication of its ownership by the 
convent. The librarian was also in charge of the acquisition and selling of books according 
to the convent‘s needs301. 
Friars could request books to bring to school or to their cells under the master of 
the students‘ permission302. Humbert of Romans‘ guidelines also inform that the library 
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should be provided with the materials needed for writing
303
; nevertheless, parchment 
should be only given with the master of the students‘ permission and only for the writing 
of notes on the lectures, disputations or sermons. The writing on other subjects should 
only be done with the prior‘s special permission304. According to Humphreys‘ study about 
the copying of books among the Dominicans, book writing was a highly controlled 
activity both in the Humbert of Romans‘s instructions and in the Dominican normative305. 
 In the General Chapter of Bologna, in 1315, some measures were taken against 
the excessive amount of time spent by the friars in book copying for profit, activity that 
was shying them way from study
306
. In the Constitutions of 1358, the chapter about the 
students closes with a regulation that shows how the friars‘ writings were under the 
control of their superiors
307
. De officiis Ordinis also provides instructions on this matter; 
the entry about the gerentis curam scriptorum
308
 establishes that the friar to whom that 
office was assigned should make sure that the brothers who wished to write had a licence 
to do so
309
. He should also assure that friars produced only suitable
310
 and well written 
works
311
. Additionally he was in charge of managing the distribution of parchment and 
money to the friars for the development of their writing. Moreover, he was also, among 
other things, expected to manage which books should be written
312. Humbert of Romans‘ 
De officiis Ordinis predicts also the possibility of lay scribes working in the convent. He 
                                                 
303
 ―Item, ipsius interest habere in libraria encaustum penas, pumices, cretam, plumbos, regulas, cutellinos 
ad scindendum pennas, sebum vel candelas ad vigilandum de nocte, et ominia hujusmodi ad scribendum, vel 
studendum, vel vigilandum necessaria, et fratribus sine difficultate cum indiguerint ministrare.‖ (Romans, 
266). 
304
 ―Pargamenum etiam secumdum consilium magistri studentium dare debet illis quibis dixerit, maxime ad 
scribendum ea quae audiunt in lectionibus, vel disputationibus, vel sermonibus, vel in aliis etiam casibus, de 
praelati licentia speciali‖. (Romans, 266). 
305
 Kenneth William Humphreys, ‗Dominicans. The Copying of Books‘, in Scribi e Colofoni. Le 
Sottoscrizioni Di Copisti Dalle Origini All‟avvento Della Stampa, ed. Emma Condello and Giuseppe De 
Gregorio (Erice, 1995), 125–43. 
306
 ― (…) cum distractio a studio profectui sciencie plurimum sit nociva.‖ (Humphreys, The Book Provisions 
of the Medieval Friars, 1215-1400, 26, referenced in  Improta, Arma Nostra Sunt Libri, 31). 
307
 ―Nulla scripta facta vel compilata a fratribus aliquatenus publicentur, nisi prius per fratres peritos quibus 
magister ordinis vel prior provincialis commiserit, diligenter examinata fuerint‖ (Appendix II – The 
Constitutions of the Order of Preachers 1358-1363: 252). 
308
 Romans, Opera de Vita Regulari, 266–68. 
309
 ―Cum autem facit aliquid scribi pro fratre, prius debet ei constare quod frater habeat licentiam (…)‖ 
(Romans, 267). 
310
 ―Si autem vult frater sibi scribi aliquod opus curiosum, vel minus utile, vel scripturam nimis pretiosam 
vel curiosam fieri, vel nimis subtilem, non debet in illo opere procedere nisi prius conferat de hoc cum 
magistro studentium et praelato, ut tunc de approbatione praelati fiat quod fuerit faciendum‖ (Romans, 267). 
311
 ―Debet autem apponere curam quod omnia quae facit scribi plus sint de legibili littera et durabili (…)‖ 
(Romans, 267). 
312
 ―Ubi vero multa sunt circa hujusmodi facienda, ita quod cella sua ei non sufficit, assignandus est ei locus 
aliquis alius idoneus ad reservandum vel pergamenum, vel pecúnias, vel alia hujusmodi, vel ad aliqua opera 
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advises that they be kept apart from the friars in order to avoid unnecessary contact, and 





1.3. Liturgical Books 
 
According to Humbert of Romans‘ De officiis Ordinis liturgical books were under 
the care of the cantor (singer). Unlike the books for studying, those books were kept not 
in the library but either in the choir, the sacristy or another suitable place
314
. Besides 
responsible for all the procedures regarding the choir duties
315
, the cantor was also 
responsible for keeping the books correct regarding text and musical notation
316
. 
Efforts towards the unification of the Dominican liturgy started early in the order‘s 
history. The earliest known version of the Constitutions was ratified in 1228, twelve years 
after the order‘s foundation, in 1216. Since then, a few unsuccessful revisions were made 
in order to consolidate the order‘s liturgy317, which would be only achieved under 
Humbert of Romans generalate, in 1256. Humbert created a uniform liturgy and 
assembled it in fourteenth liturgical books that served as prototype for all the Provinces. 
The fourteen volumes were part of a codex known today as ―Humbert‘s codex‖ or 
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―prototype‖, preserved for centuries in the convent of Saint Jacques, in Paris, and now in 
Rome, at the Order‘s archive (Santa Sabina XIV L 1)318. The fourteen volumes were: the 
Ordinary; the Antiphonary; the Lectionary; the Psalter; the Collectar; the Martyrology; the 
Processional; the Gradual; the conventual Missal; the Evangeliary; the Epistolary; the 
altar Missal; the Pulpitary and the Breviary
319
. According to Bonniwell, in doing so, 
Humbert was probably following the steps of the Cistercians who, half a century before, 
had worked towards the unification of their liturgy trough the making of a guiding volume 
containing fifteen books
320. Humbert‘s announcement regarding the adoption of the 
fourteen books at the General Chapter of 1256 reveals the disagreements behind such 
unification, as the General states the impossibility of pleasing everyone
321
. Through the 
creation of a prototype and an amendment in the Constitutions on the obligation of its 
observance, Humbert demanded the adherence to the new unified liturgy
322
. In 1267 
Clement IV confirmed Humbert‘s Rite forbidding any further changes without papal 
approval
323
. A portable version was made for the use of the Master General in its 
visitations to the Provinces
324
.  




 The Ordinary provided general rubrics to both Office and Mass, for the 
singing of the Salve Regina and the taking of discipline after compline and 
also for the reception of the novices. It contained also other rubrics such as 
                                                 
318
 For a collection of studies on the prototype see: Pierre-Marie Gy and Leonard E. Boyle, eds., Aux 
Origines de La Liturgie Dominicaine: Le Manuscrit Santa Sabina XIV L 1, École française de Rome 
(Roma/Paris, 2004). 
319
 Bonniwell, A History of the Dominican Liturgy, 84. 
320
Bonniwell, 85. The Cistercian prototype is the codex Dijon 114 written c. 1180-188 (Dijon, Bibl. 
Municipale, 114). 
321
 ―You must realize that the wishes of the brethren concerning the office were so conflicting, that it was 
impossible in arranging the liturgy to accede to the desires of every petitioner.‖(Litterae Enciclycae, in 
MOPH,V, 42; referenced by Bonniwell, 84). 
322
 Jones, Ruling the Spirit, Women, Liturgy, and Dominican Reform in Late Medieval Germany, 15. 
323
 Stefano Orlandi, O.P., I Libri Corali Di S. Maria Novella Con Miniature Dei Secoli XIII e XIV, Rivista 
‗Memorie Dominicane‘ (Firenze, 1965), 7. 
324
 ―This book was written for the use of the Master General, whoever he may be at the time, so that if there 
should be any doubts concerning the office, they may be settled by it. [Unnecessary] recourse should not be 
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 Among the surviving sets of liturgical books we find today mostly Graduals and Antiphonaries, the ones 
destined to the choir, commonly referred to as choir-books. Missals and Breviaries can also be found in 
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 The Martirology listed the saints by their qualities (apostle, martyr, virgin, 
confessor, pope, etc.) according to the order‘s calendar327. Humbert‘s 
exemplar begins with a calendar listing the dates of the deaths of the 
masters-general. Next, come rubrics relating to the martyrology itself and 
the manner of drawing the lists of the offices for the week. After the text of 
the martyrology, came the Gospels used at pretiosa, the Rule of Saint 




 The Collectar, was the hebdomadarian‘s book and contained the manner of 
singing the capitula, the blessings before the lessons in matins, the 
versicles before lauds, the antiphons and the orationes. It began with the 
calendar of the order for the feasts of the Saints. 
 
 The Processional contained, generally, the chants, rubrics and collects for 
the various conventual processions. It could also contain other chants for 
the Holly Week like the Exultet, and could end with the burial service. 
This book content can be highly influenced by local traditions varying not 




 The Psalter, containing the psalms, could also present supplementary items 
like biblical and evangelical chants (Magnificat,  Benedictus and Nunc 
dimittis - antiphons), calendar, litanies, or liturgical pieces from the 
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ordinary and the proper of the office. It usually had a Hymnal attached
330
. 
Humbert‘s version ended with the office of the Blessed Virgin331. 
 
 The Breviary, as the Missal did for the Mass, gave information about the 
order and method of performance of the Divine Office referring to the 
texts themselves only in abbreviation or by incipit. It included musical 
items (sometimes including notation, in the noted breviaries), lessons, 
chapters and prayers. The ferial psalter and hymnal were usually part of 





 The Antiphonary was a book destined to the choir which included the 
antiphons and other chants (responsories, invitatories, the evangelical 
chants and sometimes hymns) needed for the celebration of the Divine 
Office
333
. The book might be divided into nocturnal and diurnal, 
antiphonal and responsorial or temporale and santorale (and sometimes 
common of the saints, containing the chants for the feasts of the saints 
without proper). 
 
 The Gradual was the Antiphonary‘s equivalent for the celebration of the 
Mass. The chants contained are the introit, gradual, alleluia, offertory, 
communion, tract and hymnus. Sometimes it contained sequences and a 




 The Pulpitary was placed in a pulpit, in the middle of the choir in order for 
a friar (or several, depending on the solemnity of the feast) to sing the 
invitatory, the versicles of the responsories  - in the matins, the little hours 
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and during the Mass -,  and the verses of the gradual (or office) after the 




 The Conventual Missal held the rubrics for the High Mass. The Missal is a 
book that reunites all the necessary elements for the celebration of the 
Mass (prayers, lections and chants), previously dispersed through various 




 The Missal for Private Mass contained the needed elements for the 




 The Epistolary contained the Epistles to be sung in Mass by the subdeacon 




 The Evangeliary contained rubrics the Gospels of all the Masses and the 
items sung by the deacon during the Mass (like the Ite missa est, the 




 The disagreements surrounding Humbert‘s unification of the liturgy seem to 
have lingered through the next centuries as shown by the subsequent General Chapter‘s 
Ordinances
340
.  Concerns on the observance of the unified liturgy can be found, at least, 
from the fourteenth to the end of the fifteenth centuries. This is clear in the acts of the 
General Chapter of Ferrara, in 1362, in which is demanded that the friars attend the choir 
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duties and perform the Divine Office in the manner settled by Humbert of Romans
341
. In 
1376 and 1378 priors were given one year to correct their Missals and Constitutions on 
penalty of being removed from office, since the order was struggling to implement the 
adoption of several new feasts (such as Thomas Aquinas and Corpus Christy)
342
. This 
lack of uniformity within the order would be aggravated by the Western Schism as the 
Roman and Avignonese obediences would legislate independently of each other
343
. After 
1417 the reunited order struggled to solve all the differences. The unification and 
observance of the Divine Office was, according to Jones, addressed in almost every 
General Chapter during the fifteenth century
344
 , in which Priors were required to obtain 
revised liturgical books. In 1431, Johannes Nider, Prior of Basel, from the Province of 
Teutonia and Guido Flamochetti, Prior of Cambrai in the Province of France, were 
entrusted to review the diversity of the rubrics, the Constitutions and other dissonances, 
and present his work in the next General Chapter
345
. However, as pointed by Jones and 
Creytens, these revisions seem to have never been completed
346
. Nevertheless, observant 
reformers‘ visitation letters show great concern with these matters requiring diligent 
observance of the Divine Office
347
. 
 The first General Chapters of the sixteenth century (1501 and 1505) would be 
particularly devoted to the regular observance, emphasizing the need for all the friars to 
partake in the friaries‘ liturgical practice348. Therefore, the first half of the century would 
be marked by a revision of the liturgy that would lead to a major revision decreed by the 
General Chapter of Salamanca in 1551. During the first quarter of the century, Alberto 
Castellani, member of the friary of Ss. Peter and Paul in Venice, had revised and 
published the Dominican liturgical books
349
. Those in favour of a more scrupulous 
religion longed for a revision of the Roman breviary, a projected completed in 1535 by 
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. Despite some level of criticism – coming, namely, from Dominican 
side -, this straightforward and shorter version of the Roman Breviary was a success, and 
although adopted for private use by a short number of Friars Preachers, it triggered the 
revision of the Dominican breviary
351
.  Among those who protested against the 
arrangement of the lessons, and some recently inserted rubrics in the Dominican breviary 
was the Master General Francesco Romeo of Castiglione, who worked to provide a 
revision in the next General Chapter (1551). Thanks to the permission of Pope Julius III, 
the acts of the General Chapter of Salamanca regarding the revision of both missal and 
breviary were exempt of the approval of three consecutive general chapters, as was the 
order‘s custom, and would be effective immediately352. However, the resolutions of 
Salamanca left much to be desired, especially concerning the restoration of the 
importance of Sunday - which caused much interference with the celebration of totum 
duplex feasts falling in that day -, and the revision of the breviary‘s lessons, as some 
incidents were kept and some lessons came from dubious sources. Some criticism was 
also directed to the rearrangement of the feasts, which included the abolition of the 
Translations of the Dominican saints
353
. Nonetheless, the revision was made obligatory. 
The Master General‘s preface to the new editions of both breviary and missal forbids the 
friars of using any other versions of the rite. Moreover, the decree of Julius III granting 
the revision‘s approval, issued in 1552, forbids printers to print new editions of the 
referred books within a ten-year span
354
. However, the last years of the sixteenth century 
would bring new revisions. New editions of the missal, breviary, martyrology and 
diurnum were entrusted to Paolo Castrucci after the request of two General Chapters – 
1589 and 1592. The new editions would be approved by both Master General and Pope in 
1595. Nevertheless, the changes seem to not have been effective in most of the friaries 
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1.4. Liturgical books for women’s convents 
  
 In her book on the liturgy in the Dominican nunneries of Late Medieval 
Germany, Claire Jones brings up the question whether Humbert‘s Rite was also 
implemented and observed in women‘s convents or not356. Shortly after revising the 
liturgy, Humbert directed his efforts towards the unification of the regulations on 
Dominican women‘s way of life. As Master General, Humbert revised the Montargis 
statutes making them obligatory (by the acts of the General Chapter of 1256 and papal 
confirmation in 1267) for all the women‘s communities associated with the Dominican 
Order. However, as mentioned before, it is important to note again that, even after the 
generalization of the nuns‘ Constitutions, supplementary legislation like the nuns‘ 
declarationes and admonitiones could vary from province to province or be issued by the 
communities‘ patrons357.  
 The Constitutions for the nuns bear no mention to any obligation towards the 
observance of the revised rite. A vague passage in the chapter on the Divine Office states 
that each community should gathered to review the Divine Office with the Prioress, or 
someone entrusted by her, presiding
358. According to Jones‘ reading this passage meant 
that each community should prepare their own liturgical practice and that, in Humbert‘s 
eyes, women, unlike men, did not need a uniform liturgy. Due to their different ways of 
life, women‘s performance of the Divine Office was expected to be different from the one 
held by their brothers. As already introduced, the recitation of the Divine Office among 
the Dominican friars was constrained by the time they had to dedicate to study and 
preaching, and was, according to the Constitutions, meant to be brief. On the contrary, in 
the same passage of women‘s Constitutions regarding the way of singing the Divine 
                                                 
356
 Jones, Ruling the Spirit, Women, Liturgy, and Dominican Reform in Late Medieval Germany, 12-20. 
357
 Like happened in the first Observant nunnery of Portugal – São Salvador of Lisbon – founded by Bishop 
João de Azambuja, who was granted the right to add some statutes to the official Constitutions (See pages 
45 and 46). These statutes were also valid for the Convent of Jesus of Aveiro according to its foundation 
bull. 
358
 ―aliquis autem locus statuatur, in quo ad preuidendum officium diuinum sorores conueniant, presente 
priorissa uel alia cui commiserit tempore oportuno‖ (Liber Constitutionum Sororum Ordinis Praedicatorum 
(ex exemplari codicis Ruthenensis in Archivo Generali Ordinis Romae asservato)‖. Analecta Sacri Ordinis 
Fratrum Praedicatorum 3 (1897): 347. 
In the Portuguese translation of the nuns‘ Constitutions, copied for the Convent of Jesus of Aveiro around 
1525, is possible to read the same passage: ―Seja allguum logar stabellecjdo, onde venham as Jrmaans 
proueer ho officio em tempo conujnhauell, presente a pioressa, ou outra a quem ella o cometer.‖ (Mosteiro 
de Jesus de Aveiro, ‗Comecansse as Constitucoens Das Ffreyras Do Bem Auenturado Nosso Padre San 
Dominingos Da Ordem Dos Pregadores [1510-29]‘, in Mosteiro de Jesus de Aveiro, ed. Domingos Maurício 
Gomes dos Santos, vol. II–II (Lisboa: Publicações Culturais, 1967), 412). 
78 
 
Office, the words ―briefly and succinctly‖ are changed to ―slowly and distinctly‖359. As 
study held a central place on the friars‘ life, the performance of the Divine Office was the 
central activity on female communities to which the sisters should, therefore, devote more 
time. For Jones, this major difference on the role of the Divine Office between the two 
branches can be the reason behind Humbert‘s choice not to bind the nuns to the revised 
office
360
. For the author, the reason could also have been more practical then the one 
previously pointed since to impose the commission of the fourteenth revised books on the 
women‘s communities could have meant an excessive burden361.  
 Raymond Creytens points out another passage of the women‘s constitutions 
that can be indicative that Humbert did not expected Dominican women to use his rite. 
The chapter 29, on ingress and egress, records that a priest should enter the convent to 
administer communion to a diseased nun like contained in the Ordinary. However, 
Humbert‘s Ordinary, unlike the pre-Humbertian ones, does not contain such rubrics362. 
Nonetheless, evidences show that some Dominican nunneries adopted Humbert‘s rite like 
happened in the Province of Teutonia according to surviving Ordinances in which is 
declared that the sisters should have notes and choral books according to the order
363
. The 
same happened in France, in the convents of Saint-Louis de Poissy and Thieuloye 
(founded in the first quarter of the fourteenth century) which production of liturgical 
books was under the care of the friars of Saint Jacques, the centre for the dissemination of 
the revised rite to other Dominican houses
364
. 
 Additionally, it is important to bear in mind that the rigour on the writing of 
liturgical books was a matter of great concern among the Dominicans, at least, 
theoretically
365
. During the thirteenth and fourteenth centuries it was usual practice to 
write the requirements for the copy of a liturgical text in the front of choir-books, like 
happens in two Antiphonaries from the nunnery of Poissy
366
. Among those requirements 
                                                 
359
 Liber Constitutionum Sororum, 339. 
360
 Jones, Ruling the Spirit, Women, Liturgy, and Dominican Reform in Late Medieval Germany, 17–20. 
361
 Jones, 19. 
362Creytens (O. P.), ‗L‘ordinaire Des Frères Prêcheurs Au Moyen Âge.‘, 117., Referenced in Jones, Ruling 
the Spirit, Women, Liturgy, and Dominican Reform in Late Medieval Germany, 20. 
363
 Jones, Ruling the Spirit, Women, Liturgy, and Dominican Reform in Late Medieval Germany, 20. 
364
 Joan Margaret Naughton, ‗Manuscripts from the Dominican Monastery of Saint-Louis de Poissy. PhD 
Thesis.‘ (Department of Fine Arts, The University of Melbourne, 1995), 40 and 42. 
365
 See above page 69. 
366
 ―Square notation on four lines is to be used for antiphonaries, graduals and other books of chant and the 
accompanying words should be either extended or compressed to align with the music. No deliberate 
alterations are permitted; all letters, music and pause-bars (‗virgule pausarum‘) must be retained, while 
catch-notes (‗puncta‘) should end each line to signal the first note of the next. Books to be written should 
 79 
 
was the need for all liturgical texts to be copied from a revised exemplar, which meant 
that new communities probably relied on close Dominican houses to acquire exemplars 
for copy. Female houses like the Convent of Jesus of Aveiro, founded under the direct 
guidance of a friary, had their books copied from the ones of their brothers; some books 
copied by the nuns of Jesus of Aveiro show the use of masculine forms its rubrics, clearly 
evincing the nuns‘ adherence to their brother‘s liturgy: a group of Processionals copied 
and signed by Isabel Luís around 1489, show the use of masculine forms in their rubrics 
despite being copied by a nun
367
. Similarly, in a Ritual from 1491, also copied by Isabel 
Luís, it is possible to see amendments replacing the masculine forms by the feminine 
ones
368
. The use of the masculine forms can also be found in one of the books 
commissioned by the second prioress of Santa Maria do Paraíso in Évora. That book is an 
antiphonary made around 1536 by a male copyist under the name of ―medina indignus‖, 
probably a friar from São Domingos de Évora - the nuns‘ care takers369; despite receiving 
the commission from a female house, the copyist kept the form used in the original 
model. Similarly two collectars copied by Angela Rucellai in the nunnery of San Jacopo 
di Ripoli in the late-fifteenth century (c. 1491-1524) show a very interesting duality in 
their rubrics which were addressed to both genders
370
. When comparing these books to a 
contemporary collectar from the friary of San Marco one can see a similarity of contents 
that suggests that the nuns must have used the same exact text, albeit adapting it for the 
feminine form
371
. Moreover, it is possible to know through the chronicle of the Convent 
of Jesus of Aveiro that, in order to compensate for the lack of books during the first years 




 Observant reformers‘ efforts towards the correction of Dominican women‘s 
liturgical books show the intent of unifying liturgy among the female branch. In a 
visitation letter from 1436 Johannes Nider details mistakes to be revised in the rubrics of 
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the choir-books from Unterlinden‘s nunnery373. Also, as mentioned in the previous 
chapter, houses under the process of reformation received nuns from observant convents 






2. Literacy, library building and book production in the Observant Dominican 
nunneries 
 
Fifteenth-century chronicles and other elements of material culture regarding 
female conventual life, such as library catalogues and surviving books, tend to show an 
increase on the engagement of observant communities in literary activities. This 
phenomenon seems to owe not only to the general fifteenth-century increment on 
devotional literature - fuelled by the new religious landscape described in the previous 
chapter -, but also, to the big investment of the reformers on textual transmission as the 
main vehicle for the institution of Observance. Under the belief that each convent should 
keep a record of its own history, observant reformers, especially Dominicans and 
Benedictines, encouraged their nuns to write accounts of their communities‘ history375.  
As will be addressed in further detail, in order to reach a broader audience, reformers 
engaged in textual translation and encouraged nuns to write in the vernacular. Nuns‘ 
literary culture was favoured not only by this permission, opening it to non-Latinised 
women, but also by the library building resulting from the reformers‘ effort on nuns‘ 
Observant education. The increasing number of new foundations along with the urge to 
uniform liturgy, and the consequent need for new liturgical books would also contribute 
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2.1. Literacy and Education in the Dominican Nunneries 
 
Nuns‘ education has become a recurrent topic within female monastic studies over 
the last two decades
376
. After a long time under the general assumption that learning was 
exclusive to male monasticism, recent studies have disclosed a literary culture among 
nuns who, contrary to what normative regulations and some of their male superiors‘ 
writings may suggest
377
, seem to have invested a great deal on library building and 
education. As the work of Eva Schlotheuber and Jeffrey Hamburger on nuns‘ literacy378 
in the fourteenth century suggests, nuns‘ level of education must be accessed not only 
through the normative regulations, but also through elements of material culture, such as 
book catalogues and other records, that may evince nuns‘ literary activities. These 
women‘s level of literacy was also deeply connected to their social status, often reflected 
on the books they brought to the convent. The referred work shows how a library 
catalogue of the Dominican nuns of Lemgo, along with the textual references contained in 
some liturgical books written by the sisters of the convent of Paradies bei Soest, 
contradict the idea of decay in the Dominican nuns‘ learning and religious zeal during the 
fourteenth century. This idea was, in great part, perpetuated by the writings of fifteenth-
century Observant reformers who sought to picture the period before reformation as a 
crisis in religious life. If, in the fifteenth century, devotional literature was a major part of 
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nunneries‘ libraries, according to the records in Lemgo‘s catalogue, in the previous 
century, nuns‘ interests also include scientific literature and legal treatises. Moreover, the 
librarian comments on the catalogue evince her knowledge on the book‘s content.  
As previously introduced, contrary to the Friars Preachers, Dominican nuns were 
not expected to enrol in doctrinal study since preaching was not among their duties. In 
contrast to the friars‘ constitutions, the normative for the female branch makes no 
reference to preaching or studying over the necessary for their spiritual instruction. 
However, in order to take part in the choir obligations, novices were to learn how to sing 
and read Latin texts, even though Latin knowledge varied from nun to nun – as 
Ehrenschwendtner suggests, it was possible that nuns learned how to read Latin texts 
without understanding its meaning
379
. Ehrenschwendtner points out how some 
testimonials of Dominican nuns from the late thirteen to the fourteenth centuries suggest 
different levels of Latin comprehension among these religious women, since surviving 
accounts show some of them confessing not to be able to follow Latin table readings
380
. 
Although the reading of the constitutions seems to have been done in vernacular since the 
late thirteenth century
381
, table readings, for the most part, continued to be done in Latin, 
despite the presence of sisters who could not understand it. Through his work ―What 
Nuns Read: Books and Libraries in Medieval English Nunneries‖, focused on the 
Cistercian world, David N. Bell suggests that Latin learning was exceptional, destined to 
individual nuns, in the period encompassed by the study (before 1300)
382
. For Paul Lee 
the same suggestion is valid for the late medieval period, as the several translations of 
texts for the use of nuns, including charters and Rules in the Late Medieval English 
nunneries, suggest a very low level of Latin understanding among these women
383
. Some 
of these texts contain an inscription in which the translator justifies his work with the need 
to provide vernacular versions understandable by the nuns
384
. Lee also mentions that 
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some sixteenth-century Bridgettine nuns from Syon Abbey copied their own breviaries 
although writing it very poorly
385
. 
The Constitutions for the convent Montargis, written around 1250 by Humbert of 
Romans and used in the Province of  France, present the only version of this normative 
text recording a concern with the nuns‘ understanding of Latin texts, mentioning that they 
should study as much Latin as they need in order to do so. Humbert of Romans would 
take the Montargis‘ text as a model for the new version of the nuns‘ Constitutions, 
omitting, however, the encouragement towards Latin learning
386
. The new version 
mentions only, in the chapter on the reception of the novices, that no women should be 
accepted before a detailed examination regarding her health, life habits and education
387
. 
However, no further explanation is given about what that detailed examination consisted 
of. This chapter also reveals information on the expectations concerning the educational 
level of the lay sisters (converse). Underlining the need to receive some lay sisters 
according to the community‘s needs, the text proceeds by mentioning their liturgical 
obligations in which a variable number of Pater Noster should replace the choir duties 
held in Latin by the rest of the community
388
. This distinction continues on the next 
chapter, regarding the novices‘ education, where it is recorded that all novices and sisters 
should work diligently on the study of the psalms and the Divine Office, apart from 
converse, who should only memorize what to say instead of the liturgical offices
389
. The 
Portuguese version of the Book of Offices of the Order, reinforces this distinction 
predicting a ―school of novices‖ where these sisters should be taught by their mistress. In 
this school, mentioned as a ―detached and convenient‖ place for the novices‘ learning, the 
young ones should be taught how to sing, read, and memorize the offices of the dead and 
the Virgin Mary and the psalms. They were also to be enlightened by their mistress about 
the Rule and Constitutions
390
. Converse, however, should have their own mistress, who 
                                                 
385
 Lee, 138. 
386
 Ehrenschwendtner, ‗―Puellae Litteratae‖: The Use of the Vernacular in the Dominican Convents of 
Southern Germany‘, 55. 
387
 Mothon, ‗Liber Constitutiones Sororum Ordinis Praedicatorum (1259)‘, 342. 
―Nenhũa seja Recebida sem primeyro apartadamēte seer feyta diligente examjnacõ . dos custumes e vida . E 
forcas corporaaes . E jndustria do saber…‖ (‗Comecansse as Constitucoens Das Ffreyras Do Bem 
Auenturado Nosso Padre San Dominingos Da Ordem Dos Pregadores [1510-29]‘, 415.) Original text: 
‗Comecansse as Constitucoens Das Ffreyras Do Bem Auenturado Nosso Padre San Dominingos Da Ordem 
Dos Pregadores‘, Museu de Aveiro, MAV - 34/CD, fls. 86 - 109.  
388
 ‗Comecansse as Constitucoens Das Ffreyras Do Bem Auenturado Nosso Padre San Dominingos Da 
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was also to teach them on the normative texts and main prayers such as the Pater Noster, 
the Credo and the Ave Maria. Manual labours should also be a part of these sisters 
curriculum, since, as the text highlights, to help the community in that matter was the 
reason behind their presence in the convent
391
. 
In the recollection that would become the Dominican nunnery of Jesus of Aveiro 
(1450-1465), the community‘s education was among the main concerns of the founders – 
the widows Beatriz Leitão and Mécia Pereira. The latter, who perished in 1464, 
encouraged the two daughters of her co-founder in the learning of book copying and 
chant. Thus, following the chronicler‘s lines, Catarina and Maria de Ataíde, started to 
learn how to copy liturgical books from the Dominicans of the friary of Santa Maria da 
Misericórdia in 1463, before the official cloistering in 1465
392
. It is also said that Friar 
Pedro Dias de Évora was responsible for teaching writing and illumination and Friar 
Estevão da Grande Memória was in charge of instructing the sisters in the arts of plain 
song
393. In 1465, after the official cloistering as Dominican nuns, the Misericordia‘s Prior 
– Friar João de Guimarães - entered the convent to preside a chapter in which he assigned 
the Ataíde sisters the tasks of writing and teaching
394
. The office of scribe was promptly 
settled in the community since, when describing the first year of enclosure (1465), the 
chronicler writes that by order of the prioress every nun should present their work every 
week, including officials, scribes, and weavers
395
. In her work on scribes for women 
convents, Cynthia J. Cyrus analyses the importance of women scribes in the female 
convents of late-Medieval German speaking lands counting 416 nuns writing for those 
institutions. The majority of these nuns were members of the major orders being mostly 
Dominicans, Clarissans, Cistercians and Benedictines
396
. Colophons from the surviving 
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books from the Convent of Jesus of Aveiro show how the number of scribe-nuns grew 
from two to four in the first two decades of the community‘s history397.  
Through the chronicle of Jesus of Aveiro it is also possible to infer that by 1466, 
one year after the official enclosure as Dominican nuns, the two sisters – Catarina and 
Maria de Ataíde - were already capable of writing liturgical books for the Divine Office. 
In regard to the early death of Catarina, in 1466, it is mentioned that she and her sister had 
copied several books for the choir
398. Evidence of the nuns‘ knowledge on musical 
notation can also be found in choir-books from Cistercian and Clarissan houses. Afonso 
Martins, Santa Maria do Tropeço‘s abbot, who copied and illuminated a choir-book from 
the Cistercian nunnery of Santa Maria de Arouca (Portugal), registered the presence of the 
nunnery‘s cantoras (singers) during the book‘s correction, in the colophon: 
 
―Este libro fue escripto illuminado en lamego XX dias del mês de nouiembre anõ 
del nascimiento de nuestro saluador ihesu christo de mil e iii. Y LXXX.V, anos. El 
qual libro mando fazer el deuoto rreligioso frey antonio pera el monesterio de aroca 
y pago por el. X. mil. reales. Siendo abadessa del dicho monesterio la muy noble 
Senhora.donã Leonor couti/ ña. El qual libro escreuy e ilumine. Yo affonso martins 
abade de santa marinha do trepeço y corregi pūto por pūto estando presentes las 
deuotas religiosas cantoras ysabel de almeyda, blanca de almeyda, maria de 
almeyda e leonor pinta E por que es verdad fize aqui um Señal illefonsus 
Martim‖399. 
 
Similarly, a choir-book from the Clarissan convent of Nossa Senhora da Conceição 
of Beja (Portugal), presents the inscription: 
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―Este livro esta corrigido e emmendado por lhas virtuosas senhoras Branca Suarez 
e Margarida Coelho e eu Francisca Pirez a escrivã que o corrigiu com ellas e o 
emendey dos vyços que nelle se acharam‖400. 
 
Thus, these books required not only its makers but also its users to be versed in 
liturgy and music. According to the Book of Offices, among the cantora‘s responsibilities 
was the revison of the choir-books regarding ―chant, writing, punctuation and 
accentuation
401‖. She was also to be in charge of the leading of the choir performances, 
providing indications concerning tone and tempo, and correcting errors, which entailed 
considerable knowledge of both plain-song and liturgy. If in the German version, the 
author Johannes Meyer advises that support be given by a friar versed in this matter in 





2.2. Library building  
 
Given the centrality of the Divine Office in the nuns‘ piety, and the amount of 
time spent by the female communities in the choir, fifteenth-century Dominican reformers 
showed a deep concern on the nuns‘ lack of understanding of liturgical texts, reinforcing 
the use of vernacular readings. Claire Jones gives the example of a sermon delivered by a 
friar and copied by a nun in the Dominican nunnery of St. Catherine in Nuremberg – On 
the comprehension and zealous recitation of the psalter and on joyful psalm singing in 
praise of God -, underlining the importance of the understanding of the words during the 
liturgical performances: ―It is useful and salutary to understand what you read and pray 
every day, since understanding increases the sweet devotion, and when you understand 
what you sing, you don‘t lose your concentration to inappropriate thoughts.‖403 
Fifteenth-century library catalogues like the one for the reformed convent of Saint 
Catherine of Nuremberg mirror the same concern, providing translations of liturgical texts 
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as part of the table readings
404. According to Claire Jones, the catalogue of St Catherine‘s 
table readings was geared to promote the nuns‘ understanding of the Divine Office and 
instruct them on the Dominican way of life
405. In his adaptation of Humbert of Romans‘ 
Book of Offices of the Order for the Dominican nuns, Johanes Meyer attributes the task of 
selecting the texts to be read on the table readings to the subprioress, who should take the 
correctrix and the choir mistress as her advisers. Besides the reading of the Constitutions, 
which should happen at least once a year, Meyer instructs the subprioress to schedule 
readings on other regulamentary texts such as ordinations and letters from the superiors 
containing special admonitions. Meyer also provides some instructions on specific texts to 
be read as devotional aids, like Cassian‘s Conferences and the Lives of the Desert 
Fathers, or the Dialogues of Gregory the Great. The reformer also instructs the 
sacristan
406
 to provide books of theologians who write about liturgy; the presence of titles 
such as William Durandus‘s Rationale divinorum officiorum and commentaries on the 
Rule in St. Catherine‘s catalogue reflect the same concern407. The instructions above 
reflect Meyer‘s worry on the instruction of the nuns‘ concerning the devotional meaning 
of the Divine Office and Mass. He also advises the subprioress to include the reading of 
the Ordinary in the table readings as a way to prepare the nuns for special feasts to which 
they were not so accustomed. The choir mistress should, therefore, advise the subprioress 




Besides encouraging the use of vernacular in table readings, reformers also 
instigated reformed nuns to write accounts on the processes of reformation and histories 
of their communities, which increased the number of scribe-nuns
409
. This enabled nuns to 
produce a number of texts, compilations and translations which not only filled their 
libraries but also increased access to those with poor Latin knowledge. These women also 
enrolled in the writing of vitae in order to perpetuate the memory of their most notable 
ancestors, their visions and mystical experiences, despite the fight of fifteenth-century 
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reformers to outshine those kinds of accounts. Many devotional texts from the fourteenth 
century were reworked in order to attenuate the content related to mystical piety, since 
mystical experiences were seen by the reformers as individualistic behaviour difficult to 
control, in opposition to the sense of community that ought to prevail
410
. However, some 




The circulation of nuns – who were sent to reform other communities – also 
enhanced book copying as they used to bring books with them to help in the new 
community‘s education. In addition to that, the increase in text production was 
accompanied by a loan system that connected not only nunneries of the same order but 
various Observant houses
412
. Anne Winston-Allen analyses the results of a comparison 
between book acquisition and production in German Dominican nunneries, both before 
and after the reform, observing that more then 80 per cent of the observant-library‘s books 
were acquired or produced by the sisters after the reform
413
. According to this author, in 
St Catherine of Nuremberg, the nuns produced between 250 and 300 manuscripts in the 
fifteenth century, and St Catharina in St Gall doubled the library‘s size between 1484 and 
1507
414
. Late medieval library catalogues from the Nuremberg convent include 
grammars, books of sermons, bibles and commentaries, saints‘ lives, philosophy and 
natural science
415
. Moreover, although only 10 per cent of the Dominican German 
convents (male and female) were members of the Observance, 90 per cent of monastic 
texts in the German language were possessed by Dominican nunneries
416
. The Dominican 
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Johanes Meyer, registered in his account on the Observant Reform
417
, that the nuns of 
Observant houses throughout the Rihneland, such as those in Sélestat, Colmar and 
Schöenensteinbach, copied books for their convents
418
. It is possible to know, for 
instance, that in 1480 two nuns of Marienberg bei Boppard copyed a book for their 
convent
419
. The same happened in other convents of the German speaking lands, as 
shown by the records from the convent of Saint John the Baptist in Kirchheim Unter Teck 
in which is mentioned that Magdalena Kreimer - who came from Saint Margareth in 
Strasbourg among a group of reformers -, served among other duties as scribe of liturgical 
books
420
. The nuns of the convent of Paradies bei Soest have also produced books for 
their convent and for a friary in Dortmund, and at St Catharina, in St Gall, a nun wrote in 
the house‘s sister-book how proud she was of the fine manuscripts produced by their 
sisters, naming them and reinforcing that it was not improper for a nun to write her name 
in the books she copied as long as it was not out of vanity
421
.  
Female convents in the Italian Peninsula also seem to have had a close 
relationship with book production and acquisition. Some letters written by Chiara 
Gambacorta, Saint Dominic of Pisas‘ founder, to a book dealer show her effort to acquire 
books for the community. According to a bull from Pope Sixtus IV in 1480, even the 
converse learn to read at Saint Dominic, as the pope condemns the practice
422
. A letter 
requiring paper for the writing of an Epistolario reveals that the community also wrote 
their own books. According to her vita, Filipa Albizzi, the first prioress, learned to read, 
write and copy music
423
. Other Tuscan nunneries reformed by Pisan nuns seem also to 
have engaged in book production; the chronicle of Saint George of Lucca records how its 
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nuns learn to copy books for the Divine Office from the nuns of Saint Dominic of Lucca, 
reformed by the Pisan house. 
Giovanni Dominici, an Italian Dominican reformer, provided the nuns of Corpus 
Domini, in Venice, with books, writing and illuminating some of them. Dominici‘s letters 
to the nuns of Corpus Domini were compiled and shared across Dominican nunneries
424
. 
The sermons of Giordani di Pisa and the writings of Domenico Cavalca, members of the 
Santa Catarina‘s friary in Pisa in the fourteenth century, were also popular among female 
convents. Giordani‘s sermons can be found among the books from the Bridgettine 
convent of Paradiso in Florence, along with his vita. Cavalca‘s ascetic and devotional 
works seem to have reached a great diffusion in fifteenth-century Florence as nineteen 
manuscripts containing them survive in the city libraries
425
. One of them, the Spechio di 
Croce, was copied by a nun under the name of Sour Angelica
426
 , in 1460, for the 
Dominican nunnery of San Jacopo of Ripoli in Florence
427
. The Bridgettine convent of 
Paradiso, in which several nuns have worked as scribes, seems also to have counted with 
six books containing texts by this author. Between 1472 and 1550, fifty-four printed 
editions of Cavalca‘s works were made in Florence, 28 being the Spechio di Croce428. 
Catherine of Siena‘s letters (Epistolario) and the Diario della Divina Provvidenza were 
also among Paradiso‘s books and certainly popular among other female convents, 
specially Dominicans; a nun by the name of Suor Checa wrote a Vita di Santa Caterina 
for the convent of San Jacopo di Ripoli in 1468
429. The Ripoli‘s printing press, installed in 
San Jacopo‘s nunnery from 1476 to 1484, and selling books all over Florence, produced 
an edition of the Vita di Santa Caterina around 1478
430
. Two printed versions of the 
Epistolario (one from 1492, other from 1548) and nine from the Diario are known 
today
431
. The writings of the Valencian Dominican Vincent Ferrer, canonized in 1455, 
were also among the texts copied in San Jacopo di Ripoli, as a manuscript of the Tratatto 
della vita spiritual copied by Suor Seraphina and held today by the Biblioteca Nazionale 
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. It is worth noting that devotional and spiritual books represented 
31,33% of Florentine literature in the second half of the fifteenth century and 28,77% in 
the first half of the sixteenth century
433
.  
In the Portuguese scenario, although no catalogue has survived, the chronicle of 
the nunnery of Jesus of Aveiro provides some references to the reading habits practiced in 
the convent. Most of these references appear linked to passages regarding Princess 
Joana‘s stay at the nunnery, where she seems to have spent most of her time reading and 
praying. Following the chronicler, when the Princess first arrived at the convent - ten 
years after its official foundation - the community was still lacking doctrinal and liturgical 
books, fact that she manage to correct immediately, providing ―lots of books and 
sermonários (books of sermons)‖, the majority in Latin, which she preferred434. The 
chronicler also reveals that, in her death-bed, the Princess consoled the sad sisters by 
reminding them of the vast and good library they had to comfort themselves and find 
spiritual pleasure
435
. It is possible to know that there was a room in the cloister destined to 
the housing of books, since the same text makes reference to the casa da livraria (library), 
place in which the Princess‘ physicians rested during her last days436. When describing 
the strict discipline in which Beatriz Leitão - first prioress and founder of the recollection 
from which the regular community would rise -, kept the group before its formal 
cloistering, the chronicler relates how they used to eat together in silence while listening 
to the Vita Christi (1394) by Ludolph of Saxony and ―other similar books‖437. In her 
account of the life of the community‘s first members, the writer of the chronicle mentions 
how devotional literature was the comfort of the dying sisters. Mécia Pereira, who died in 
1464, before the starting of the official enclosure, is said in the text to have always been 
accompanied by books in her death-bed, asking the sisters, and visitors to read for her. 
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Similarly, Catarina de Ataíde, daughter of the founder Beatriz Leitão, who died two years 
later, at the young age of 18, asked the sisters to read her the Passion of the Lord during 
her last days. Princess Joana shared the same desire, having the Passion read to her, from 
a Missal, by the Prioress Maria de Ataíde
438
.  
As previously noted, nuns‘ social background was strongly linked to their level of 
literacy. The majority of these women came from the Portuguese nobility cycles where 
they used to join their peers in private devotional practices, in which devotional reading 
played an important part in the spirit of the already exposed environment of the New 
Devotion.  Devoted to underline the religious vocation of the founders, the chronicler 
sometimes reinforces how the sister‘s devotional habits were already present in their lay 
lives. Writing about Leonor de Meneses, second Prioress, Count of Viana‘s daughter, the 
chronicler describes her life of devotion in her father‘s house, where she devoted her days 
to the recitation of the hours, meditation and reading
439
. Leonor de Meneses is also said to 
have brought a ―remarkable library‖ with her when she joined the convent440. A booklet 
recording the convent‘s benefactors reveals some offerings made to the community which 
contain mostly liturgical books, both manuscript and printed, and a Vita Christi in the 
vernacular offered by Queen Leonor. Both the books given to convent as offerings from 
their patrons, and the ones contained in the novices‘ dowries seem to reflect the nobility‘s 
spirituality of the late Middle Ages. The translation and printing of the Vita Christi and 
the Flos Santorum
441
 in Portugal were made under Leonor‘s patronage442. Maria de 
Lurdes Rosa refers how printed editions were still scarce in Portugal in relation to other 
European territories, and deeply connected with the royalty‘s spirituals orientations, in 
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which King Manuel I and her sister Leonor (former Queen), played an important part
443
. 
According to Rosa‘s analysis, the royal reformist politics at the time – exposed in the 
previous chapter – were certainly reflected in the royal printing choices. Queen Leonor‘s 
mother, the Duchess of Viseu made similar offers to the Clarissan house of Nossa 
Senhora da Conceição de Beja which has received two volumes of the Vita Christi from 
the duchess. Additionally Leonor offered a volume of the Flos Sanctorum to the Clarissan 
convent of Madre Deus. Rosa‘s analysis of the document listing the devotional books 
offered by Luís de Brito and Joana de Ataíde to the Dominican convent they found in 
1515 (Nossa Senhora da Rosa de Lisboa), evinces some coincidences between the titles 
offered to the convents, and the court‘s reformist spirituality: two of  the titles in Luis 
Brito and Joana de Ataíde‘s list were offered by Queen Leonor to the convent of Madres 







2.3. Nuns’ agency in book production  
  
 Although a glimpse on this topic has already been given in the previous point 
through the examples of scribe-nuns, what follows next will dive deeper into the nuns‘ 
agency in book production both as makers and patrons. 
 As already mentioned, historical documents show the involvement of the 
community of Saint Dominic of Pisa in the production of its own books. The book craft 
techniques seem to have been passed from convent to convent during reformation 
processes. As the chronicle of Saint George of Lucca records, Suor Alessandra 
Guidiccioni learned to write and illuminate books for the Divine Office during her 3 years 
staying at Saint Dominic of Lucca, a nunnery reformed by the Pisan house. In turn, the 
necrology of Saint Dominic of Lucca informs us about the achievements of Suor Eufrasia 
Burlamachi in book writing and illumination
445
. Both Dominici and Savonarola, the 
Dominican rigorist that led a reformist movement in Florence in the last decade of the 
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fifteenth century, encouraged book production along with other ―honest‖ crafts in order to 
avoid idleness in monastic life
446. Friar Roberto Ubaldini, Savonarola‘s follower, wrote a 
spiritual directory according to its master‘s thoughts on the true Christian life (1501-02) 
which was later adapted to a female community by the request of the Florentine nuns of 
Santa Caterina da Siena. In the fifth chapter of its directory, Ubaldini instructs the nuns 
how to avoid idleness with what he calls ―honest tasks‖ such as spinning, sewing, 
embroidering, writing, or illumination
447
.  
 The colophons of a few manuscripts written by nuns for the nunnery of San 
Jacopo di Ripoli reveal that this tertiary community managed to produce their own books 
at least in the second half of the fifteenth century, period in which the community 
regained its population decreased in numbers by the plague. Records on the nuns‘ 
professions show an influx of girls of the most prominent Florentine families joining the 
convent. San Jacopo‘s known scribes came from this fifteenth-century wave of novices: 
Suor Angela/Angelica di Leonardo Rucellai, who entered the convent at the age of 3, in 
1444, dying in 1516, whose work survives in two Collectars
448
; Suor Seraphina di 
Giovanni Peruri (p. 1491, d. 1518), who signed the copy of Vincent Ferrer‘s Trattato 
della vita spiritual, and a ―Suor Angelica‖, probably Angelica di Giovanni Gaddi (p.1455, 
d.1523), copyist of Cavalca‘s Specchio di Croce. From 1476 to 1484 this convent housed 
the first Fiorentine print office to have a consistent volume of production. Melissa 
Conway comment on the surviving Diario recording some business transactions including 
the press, suggests that San Jacopo‘s Printing Press was part of a set of investments 
managed by the friars and the Prioress with the nuns as financial backers. The Diario, 
written by Friar Domenico, the Printing Press administrator, includes records concerning 
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the purchasing of part-interests in two mills, a herd of swine, and rental property (three 
houses and a farm in Bisaro). The Press managed by Fra Domenico in association with 
lay investors, produced not only devotional works and books for the convent, but also 
works from Classical Antiquity, grammatical works and contemporary humanistic and 
literary works. A few nuns seem to have worked for the press in the composing of text 
receiving payment for their effort
449.  Some manuscripts for the community‘s use appear 
to have been made during the years in which the press was active as the biding of a 
parchment bible and an antiphonary were registered in the Diario
450
. 
 Similarly, the colophon of a sixteenth-century choir-book from the Dominican 
Convent of San Clemente in Prato records that it was written, notated, and illuminated by 
Suor Innocenza de Selmi da Prato in 1553, suggesting that a tradition of book making 
could have existed in Prato‘s nunnery451. The nun also informs the reader that she had 
paid for the paper and binding herself with money she earned with her work. The nun, 
probably in an act of modesty, closes the colophon regretting the book not being up to her 
standards. 
 There‘s no evidence of nuns producing books in other Tuscan Dominican 
nunneries. The sixteenth-century records of Santa Lucia in San Gallo, in Florence, present 
some payments to book binders: in the 17
th
 of February, 1534, the nuns paid lire 4 soldi 
10 for the binding of three breviaries
452
; in the 10
th
 of January of the same year the nuns 
had paid lire 3 soldi 10 for the biding of two diurnals and two quinternions
453
; in the 10
th
 
of March they paid lire 4 soldi 18 for the binding of three psalters and five libriccini (little 
books), two purchased and three bounded – since this record clearly separates the 
purchased books from those in need of binding, one is led to assume that the latter could 
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alli 23 di novembre (Choir-Book,1553, (no shelfmark), Prato, Conservatorio/ Monastero di San Niccolò)‖. 
Referenced by Elissa Weaver, Convent Theatre in Early Modern Italy: Spiritual Fun and Learning for 
Women (Cambridge: Cambridge University Press, 2002), 36. Unfortunately, the consultation of this book, 
held by the Conservatorio San Niccolò in Prato, was temporarily unavailable during the time spent by the 
author of this dissertation in Tuscany. 
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have been made at the nunnery. However, one also has to consider the possibility of the 
writing of these books as a previous and separated commission, even though no record of 
that survives in this account book. It was common to have the different stages of the 
production of a book made by different artisans, especially concerning writing, 
illumination and biding. It was also possible that these nuns knew how to write liturgical 
books without, however, having the tools and techniques to be able to bind them. Besides 
paying for bindings, which they were doing, according to the records, at least since 1518, 
the nuns also paid for several books: in the 20
th
 of September of 1525, they paid for a 
book of Santo Antonino
454
 and in 1526 for two breviaries
455
. In March 1557 they bought 
breviaries, pslaters and libriccini for the matins
456
. In the 2
nd
 of December of 1557 they 
paid for a breviary and ―another books‖ for Suor Maria Cleofe. Ten years later, in 1567 
they would also pay for a breviary for Mona Maria, a diurnal, a psalter and a book of the 
Office of the Virgin
457
. The same account-books also record some purchases of writing 
related materials such as quinternions (quinterni de fogli), quaternions
458
, powder for 
writing (polvere da scrivere)
459
 and an inkwell (polvere e un calamaio)
460
. The 
acquisition of these supplies per se is not enough to prove that the convent engaged in 
book production since they were also needed to keep daily records of the communities‘ 
transactions. However, it is also possible to find some registers related to painting or 
illumination since the nuns also made several purchases of ink, cose per fare inchiostro 
(things to make ink)
461
, gesso and varnish
462
, and gum Arabic
463
 (commonly used as a 
binder). 
As for San Domenico del Maglio, also in Florence, no evidence could be found 
about internal book making. On the contrary, records show at least one case where nuns 
turned to external commissions in order to acquire books: An account book records a 
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commission for the writing and illumination of the convent‘s history: Friar Biagio 
received lire 7 soldi 10 to write and illuminate the book, in 1491
464
.  
Regarding other religious orders, the Benedictine convent of Le Murate, in 
Florence, offers an example of a nunnery where book writing seems to have been an 
established activity until the end of the sixteenth century.  The nuns of Le Murate were 
famous for their excellent writing skills. The convent‘s chronicle, finished by Suor 
Guistina Niccolini in 1597, provides some details about this scriptorium which, according 
to Katherine Lowe‘s analysis may have had its beginning in the 1470s as part of Abbess 
Scolastica Rondinelli‘s entrepreneurial spirit. Following a fire that affected the convent, 
the abbess managed not only to rebuild the damages, with Lorenzo di Medici‘s support, 
but also to make space for a scriptorium with ten writing cubicles separated by wooden 
partitions
465
. According to the chronicler there were eight scribes in 1498, however, the 
number of cubicles had increased to twenty-six by the end of the sixteenth century which 
may lead to assume that the number of scribes also increased
466
. The few surviving 
exemplars of books made at Le Murate and the records on historical documents 
mentioning them, evince the high quality work of these Benedictine nuns. They produced 
missals for the cathedral of Florence between 1476 and 1478 and an Office for the 
Passion copied in 1510 - with illumination attributed to Tommaso di Stefano Lunetti -, 
which belonged to Pope Julius II and Ferdinand VI of Spain, as indicated by the coats of 
arms
467
. Additionally they wrote a Missal offered to Pope Leo X during his visit to the 
convent in 1515. The Missal‘s illumination has been attributed by Albinia de la Mare to 
the Florentine illuminator Attavante Attavanti. A small diurnal commissioned by the nuns 
of Sant‘Ambrogio in Florence to Le Murate was also illuminated by Attavante Attavanti 
as Sant‘Ambrogio‘s records on this commission attest468. This probably means that the 
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 ―Addi XXIII di Gennaio diedi Antonio chartolaio per mano di fratte tomaso per tre quinterni e mezzo per 
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madona della Murate per la schrittura duno libriccino detto diurnaluzo per le monache porto messer 
Giovanbatista Bonciani chonto a uscita segnato J, c.235 --- lire 28‖.  
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nuns of Le Murate were not illuminators but only scribes as no evidence survives to 
suggest otherwise. The aforementioned Leonor of Viseu, Queen of Portugal in the period 
1481-1495, had a close relationship with the nuns of Le Murate as some letters exchanged 
between both parts attest. Niccolini, Le Murate‘s chronicler, mentions that the nuns sent 
an illuminated book of hours, written by them, to Leonor. According to Lowe this might 
be the book sent to Leonor in 1515, as mentioned in other documents, and passed onto 
Infante João, King Manuel‘s son469.  
Evidences to the existence of an active scriptorium can also be found from the 
mid-fifteenth century onwards in the case of the Poor Clares of Monteluce, in Central 
Italy. The nuns, who seem to have developed their work in the convent‘s choir, received 
commissions for books through their chaplain and confessor – Giovanni Bonvisi da 
Lucca. In 1456 the nuns were paid for the production of books of hours, money they 
received through the Franciscan friars
470
. 
As has been shown, at least four of the aforementioned communities – The 
Benedictines of Le Murate, the Dominican tertiaries of San Jacopo di Ripoli, Suor 
Innocenza de Selmi from the Dominican nunnery of Prato and the Poor Clares of 
Monteluce - seem to have made books for profit or received payment for their work. As 
will be developed further, nuns seem also to have made profit from their artistic 
production, as shown by the case of the tertiaries of Santa Catarina of Siena in Florence 
who produced paintings for other communities and also for lay clients. Profit making in 
female convents was not to be tolerated by ecclesiastical authorities since it provided this 
communities with an economic autonomy undesired by the Church. The Council of Trent 
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2.3.1. Book production in the Portuguese Dominican nunneries 
 
Before delving further into this question, it is essential to understand the 
Portuguese manuscript production panorama in the late-fifteenth and sixteenth centuries 
in which the quality of secular manufacturing, supported by King Manuel I (r. 1495–
1521), was unprecedented. As will be exposed in the next lines, the merge between 
secular and monastic artisans marked the early sixteenth-century manuscript production 
from which two distinct phenomena arose:  first, the keeping of internal production 
connected to spiritual ideals, and secondly, and in the majority of cases, the increasing of 
the amount of external commissions with which the majority of convents supplied their 
libraries through monastic artisans and clerics, hiring sometimes professional lay 
illuminators. 
 
2.3.1.1. The merging of secular and monastic production 
  
From the fifteenth century onwards, Portuguese manuscript production was no 
longer exclusive to monastic scriptoria. As will be developed, secular artisans linked to 
book production increased and so did the interaction between them and monastic 
manufacturers.  
The Monastery of Santa Cruz de Coimbra was, between the twelfth and the 
fourteenth centuries, responsible for the production of royal chronicles
472
. In the fifteenth 
century the Avis Court transferred that function to the Head-Chronicler, a position created 
in 1434
473
. Since the fifteenth century, Avis Court played an important role in the 
development of secular book production as King João I (r. 1385–1449) and his sons, Dom 
Duarte and Dom Pedro, Duke of Coimbra, strongly invested in their personal libraries
474
. 
Dom Duarte had professional scribes working for him,
475
 and his son, King Afonso V (r. 
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1438–81), founded a scriptorium at the Royal Palace476. However, despite some 
chancellery marks, only a few books produced by these secular artisans possess 
colophons. It must be highlighted that, by the end of the fifteenth century, book 
manufacturers, including illuminators, were still medieval artisans, working collectively, 
without claims of individuality
477
. 
King Manuel I, an unnatural successor to the Portuguese throne, exceeded the use 
of symbols for royal power in order to legitimize his position
478
. Among his demand as 
patron of the arts was his predilection for luxurious parchment manuscripts against the 
increasingly common printed books. His interest for historical reconstitution and 
nationalism led to a programme, today known as Leitura Nova
479
 (‗new reading‘), 
initiated in 1504 and intended to copy, in luxurious manuscripts, old chancellery 
documents and chronicles (Appendix 2, Fig. 3.1)
480
.  
Leitura Nova - which illumination was inspired in the Flemish Books of Hours of 
the school of Ghent and Bruges
481
 and the Attavanti‘s work in the Bible of Jerónimos and 
the Sentences of Peter Lombard
482
-, brought great progress to Portuguese manuscript 
production and its impact was also felt in the monastic sphere. Some artisans working for 
the royal programme were clerics working also for monasteries
483
. Friar Diogo, a scribe 
and illuminator associated with the production of illuminated charters, is believed to be 
responsible for the depiction of an owl with a monk‘s hood in the Montemor-o-Novo‘s 
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. Additionally, some religious orders had their manuscripts illuminated by lay 
artists. The accounts of the Convent of Tomar refer to António de Holanda, a Flemish 
painter living in Portugal, as the illuminator of its manuscripts between 1533 and 1537 
485
. 
The same artist was also responsible for the illumination of choir-books for the Cistercian 
nunnery of São Bento de Castrís in Évora, in 1534
486
, and for the Book of Hours of King 
Manuel I, in which he might have worked along with António Fernandes and Jan Ruysch, 
a secular benedictine monk from Flanders who was in Portugal in the 1530s, according to 
Deswarte
487
. The Hieronymites, which counted on King Manuel‘s support (the Convent 
of Santa Maria de Belém was one of the King‘s most popular edifications), may also have 
had its liturgical manuscripts illuminated by lay artists thanks to the King‘s patronage: 
according to the extinction‘s inventory from 1834, the choir-books were a gift by Manuel 
I
488
. However, in 1721 Frei Jacinto de S. Miguel wrote a chronicle where he claimed the 
books, with great illuminations, were all made by monks of the order as the tradition 
dictated
489
; nonetheless, in the same period, Friar Manuel Baptista de Castro wrote in his 
chronicle that the choir-books were commissioned by King Manuel I to German 
illuminators 
490
. In fact, the information available today serves the three testimonies. First, 
Álvaro Pires, King Manuel‘s and King João III‘s royal painter, one of the illuminators of 
Leitura Nova, is registered in the convent‘s documentation as calligrapher and illuminator 
in 1514. Secondly, the aforesaid António de Holanda, having participated in the 
illumination of manuscripts for other monasteries, could be the German illuminator Friar 
Manuel Baptista de Castro refers to in his chronicle. Thirdly – reinforcing Frei Jacinto de 
S. Miguel‘s claim – there are, among the surviving manuscripts from Belém, two choir-
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books from 1544 and 1545 signed by Friar António Pays, a professed monk of Santa 
Maria de Belém, which proves internal production existed
491
. 
The Monastery of Santa Cruz de Coimbra benefited also from the King‘s 
patronage, to which he is believed to have offered at least one illuminated missal
492
. The 
complexity of its illumination suggests, according to Peixeiro, the craft of a well-equipped 
workshop, with specialized artisans for each task
493. However, Santa Cruz‘s scriptorium 
was still active and provides a good example of Leitura Nova‘s influence in monastic 
production: a bullary,
494
 produced in the sixteenth century by the canons themselves, 
reunites some documents of the monastery‘s cartulary in the fashion of Leitura Nova. 
There is also a collectar,
495
 made in the same period, the illuminations of which poorly 
emulate the missal‘s work,496 suggesting the engagement of less qualified artisans, who 
were probably the canons. However, Sousa Viterbo‘s list of Portuguese illuminators and 
calligraphers refers to Nicolau de Santa Maria‘s chronicle in which a Santa Cruz canon 




Alcobaça‘s abbey, founded in 1153, another prominent centre in manuscript 
production in the Middle Ages, kept the activity of its scriptorium until the sixteenth 
century, reducing gradually the number of calligraphers and illuminators
498
. Its 
scriptorium became responsible for the chronicles of the realm at the end of the sixteenth 
century, as the position of Head-Chronicler was held by Alcobaças‘s monks 499. However, 
its connection to the secular production dates back to the fifteenth century as, around 
1440, João Gonçalves, King Afonso V‘s scribe, copied part of an abbey‘s manuscript, 
finished later by the monk Bernardo de Alcobaça 
500
. This connection would continue as 
in 1571 the Cardinal D. Henrique paid 20 thousand réis to António Fernandes (who also 
                                                 
491
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worked in Leitura Nova) for his work in the illumination of books for the abbey
501
. 
Furthermore, in the first half of the fifteenth century the aforementioned bibliophiles of 
the Avis court seem to have had a close relationship with the Cistercian house
502
. 
However, as will be shown in the next lines, some monasteries seem to have relied 
only on monastic manufacture. These houses - except for the few cases where internal 
production existed -, commissioned their manuscripts to clericals or other monastic 
scriptoria which is reflected in the aesthetics of their books. A penwork-filigreed based 
decoration, mostly functional, characterizes these houses‘ manuscripts – far from the fully 
painted folios inspired by the Flemish Books of Hours and Leitura Nova. 
 
2.3.1.2. The scriptorium of the Convent of Jesus of Aveiro 
 
Among the fourteen Dominican nunneries founded in Portugal between 1229 and 
1547, only the Convents of Jesus of Jesus of Aveiro and Anunciada of Lisbon present 
evidences of internal book production. Evidence for the existence of Aveiro‘s scriptorium 
survives not only in the colophons of the remaining books produced in the nunnery, but 
also in the chronicler‘s words, as has already been exposed previously in this chapter. 
However, the chronicle offers only a glimpse of the scriptorium‘s foundation, stressing 
the nuns‘ effort to produce their own books for the Divine Office as soon as they were 
able to write music
503
. Although no further descriptions of the practical aspects of book 
production are given by the chronicler, she writes how the friars of the nearby Dominican 
friary of Misericórdia were responsible for teaching the new community regarding 
writing, chant, and illumination before the beginning of the official cloistering as 
Dominican nuns in 1465. After that date, no further reference is given about the work in 
the scriptorium making it hard to figure if the friars‘s support was continued in the 
following years. 
According to the chronicle, the first years of work in the scriptorium, started 
before the official cloistering of the community as Dominican nuns, which happened in 
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1465. The work seems to have been followed closely by the friars of Misericórdia, as 
those responsible for the sisters‘ guidance since the beginning of their recollection. The 
chronicler underlines the importance of the friars‘ support and guidance in the preparation 
of the community to ingress in the Dominican Order; as already mentioned, Friar Pero 
Dias was responsible for teaching writing and illumination and Friar Estevão da Grande 
Memória was in charge of plain song
504
. It is also said how Prior João de Guimarães, 
besides supervising the community‘s labours, used to be present at the Divine Office, 
correcting it when needed, even after the official cloistering. The chronicler mentions the 
Prior‘s regular visits to the nunnery during the first year of enclosure in order to guide the 
nuns‘ liturgical practice and preside to the chapters: 
 
  ―Cada dia elle [o Prior] ouvia as lycoens e oficio .  ou huum padre velho que 
chamavam mestre Estevam. quando ele nam podia. Vijnha ameude fazer capitulo e 
dava diciprinas tendo as jirmãas as costas cobertas. (…) Vinha muitas vezes dentro 
[da clausura] assy a rezar com as jirmãas no coro . com seu companheiro como a 
veer que faziam . e como se regia a casa . e cada uma em seu officio . nom por 
desconfiar . mas em todo queria veer o que era necessario enmendar.‖505 
 
Unfortunately, it is not possible to know to what extent the friars were involved in 
the first years of book production as the chronicler does not go further on the practical 
aspects of the work undertaken by the sisters in the scriptorium. Moreover, all the 
surviving books belong to the two last decades of the fifteenth century, twenty years after 
the first works produced by the Ataíde sisters, leaving no trace for comparison. But since 
the production of liturgical books demanded a consistent knowledge of liturgy and music 
notation, the inexperienced nuns certainly needed some supervision in the first years of 
their undertaking. However, a question arises: what happened after the beginning of the 
official enclosure, when the friars were not allowed to enter the nunnery anymore? As 
shown already, the Prior and its representatives kept entering the nunnery for a year after 




 ―Every day he [the Prior], or a priest on his behalf, listened to the lessons and the Divine Office. He came 
often to preside to the Chapter and punish the sisters, who kept their backs covered. He used to came inside 
[the enclosure] with his companion in order to pray with the sisters in the choir and see how they manage 
their duties and how they conduct the house, not guided by mistrust, but to see what needed to be 
corrected.‖( ‗Crónica Da Fundação Do Mosteiro de Jesus de Aveiro, e Memorial Da Infanta Santa Joana 
Filha Del Rei Dom Afonso V [1525]‘,199).  
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the official cloistering (1465) in order to better guide the nuns - role usually taken by 
senior nuns coming from other communities, as predicted by the constitutions. According 
to the Constitutions of the nuns, religious men could only enter the nuns‘ enclosure either 
to deliver the extreme unction to a dying nun, or to give the Communion to a severely ill 
sister. Only the Master General, the Provincial or their representatives could seldom enter 
the enclosure to supervise the nuns‘ way of life506. It is worth noting that one year before 
(1464), when the Convent of São Salvador went back to claustral jurisdiction, two of its 
nuns moved to Aveiro in order to embrace the Observant life. These nuns, on account of 
their experience, were appointed to two of the most important positions – choir mistress 
and mistress of the novices
507
. The choir mistress played an important role managing the 
community‘s liturgical life through the preparation of the nuns for the performance of the 
Divine Office. The nun appointed to that position should be well versed in liturgy in order 
to be able to train and help the sisters. The mistress of the novices, in turn, having the task 
to train the future nuns, had to be versed both in the liturgy of the order and the 
Dominican normative in order to prepare the novices for professed life. Johannes Meyer‘s 




Surviving books by Maria de Ataíde bear in their colophons the information that 
she both wrote and notated them, showing that, by the 1480s, the nuns were already 
capable of writing their own books for the choir
509
. Isabel Luís, whose surviving books 
date also to the 1480s, must as well have been versed in liturgy, as she is remembered in 
the nunnery‘s obituary for the many choir-books she wrote510. Moreover, she was one of 
the first chant apprentices of the community and later the mistress of the novices. Her 
knowledge must have been decisive in her deployment to go help in the reform of the 
Convent of Anunciada of Lisbon in 1518. Nevertheless, according to the chronicler it is 
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 Mothon, ‗Liber Constitutiones Sororum Ordinis Praedicatorum (1259)‘, 347. 
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 According to the Portuguese version of the Book of Offices, the choir vicar was responsible for keeping 
and correcting the choir-books, directing the liturgical offices and controlling the performance of the choir, 
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60-63v.). In turn,  the mistress of the novices had the responsibility to educate the future nuns according to 
the normative texts of the order (‗Livro Dos Ofícios Da Ordem‘, fls. 57-57v.). 
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 On the important role of the mistress of the novices see: Jones, Ruling the Spirit, Women, Liturgy, and 
Dominican Reform in Late Medieval Germany, 148–53. 
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 ―Este livro screveo [e] apontou a_muўto virtuosa madre: maria datayde: p[ri]oressa deste moesteyro de 
Jh[es]u  nosso sñor‖ (MAV, 5CD, f. 146). 
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de_nosso sñor Jh[es]u  daveiro‖ (MAV, 8CD, f. 161v.). 
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 ‗Memorial Das Madres e Irmãs Que Nesta Casa de Nosso Senhor Jhesu Faleceram‘, in O Mosteiro de 
Jesus de Aveiro, 1963, 348. 
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possible to know that by 1465, the first year of enclosure, the nuns were already capable 




The colophons of the surviving books (c.1480-1500) bear only the nuns‘ names 
suggesting that they were capable of writing choir-books without external help. However, 
the possibility of the occasional engagement of other artisans beyond those mentioned in 
the colophons should always be considered, as these colophons provide only information 
about the scribe and, sometimes, the illuminator. According to Denis Muzerelle, 
considering that the primary function of the colophon was to register the end of the text 
and not to describe the whole process of book manufacturing, the last copyist was 
responsible for signing as a witness of the end of the copy regardless of the participation 
of other artisans
512
. Nevertheless, considering the uniformity that characterizes these 
books, and the accordance between colophons and documental sources, the scribal work 
in this scriptorium seems to have been more individual then collective. The surviving 
manuscripts (Appendix 1: Table 1) present, generally, only one handwriting consistent 
with the colophon‘s signature. Moreover, the existence of one case in which more then 
one scribe is indicated by the colophon in a very detailed manner, suggests that the 
intervenients were all dully credited:  
 
―Este livro e do mosteyro de Jh[es]u  Escreveu a_madre prioressa maria dathayde . 
ataa ho officio de scã [cruz] de stembº E acabou soror Isabel Luys freyra do dito 
cõvēto acabou de escrever [e] illuminar a xxix dias dagosto. Era de lxxxbiii‖513 
 
The role of each of the artisans seems to be very clear. Although Maria de Ataíde was one 
of the first nuns to work in the scriptorium when Friar Pero Dias was teaching 
illumination, in the surviving books she signs only as scribe. Among her signed books 
only one is illuminated (besides the example mentioned above, illuminated by Isabel 
Luís), presenting a single inhabited initial with Saint Andrew which, due to its singularity, 
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 ‗Crónica Da Fundação Do Mosteiro de Jesus de Aveiro, e Memorial Da Infanta Santa Joana Filha Del 
Rei Dom Afonso V [1525]‘, 199. 
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 Denis Muzerelle, ‗Colophons et Souscriptions: Mentions de Date, d‘origine Ou de Copiste‘, Lire Le 
Manuscrit Médiéval‘, in Lire Le Manuscrit Médiéval, ed. Paul Géhin (Armand Colin, 2013), 159. 
513
 ‗This book belongs to the Monastery of Jesus. Prioress Maria Datayde wrote it until the office of Holy 
Cross of September. Soror Ysabel Luys, a nun of this convent, finished it. Finished writing and illumination 
on the xxix of August. Era of bxxxbiii‘ (MAV, 9CD, f. 185). 
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cannot be proven to have been crafted by Maria de Ataíde
514
 (FIG. 5.10).  Since 
decoration used to be done only after the writing, as many books show it overlapping the 
text, it seems plausible to believe that Isabel Luís illuminated the entire book (FIGs. 5.15-
5.18). Curiously, the Antiphonary from 1488 is the only book in which Isabel Luís signs 
as illuminator. In other similarly decorated exemplars (FIGs. 3.2; 5.22)
515
, the nun 
identifies herself only as scribe, saying nothing about the illumination, as the next 
example shows: 
 
―Domino uiuo et uº u lego. Qui perfecit hoc opus non ego. Gratias sint pro eu rogo. 
Este liuro he do mosteiro de jhesu. E escreveu Isabel Luys. Freira do dito conuentu. 
Acabouse descrever fferia Vª. xv. dias de fevereiro. Era do nacimento do nosso 
senhor ihesu christo. De mil. iiiicentos. lxxxj:. Sit nomem domini benedictum in 
secula:.‖ 516  
 
Like the other books signed by the nun, this book presents only her handwriting. 
However, as far as penwork-filigree is concerned, the bigger initials seem to have been 
done by a more experienced artisan: first, those initials present guide letters left by the 
scribe and secondly, contrary to the smaller ones and the illumination, all the bigger 
initials in the book were finished, which points to the participation of another artisan in 
the book‘s decoration. Similarly, the folio opening the feast of the Resurrection was 
decorated with a lavish painted margin which seems the product of the work a more 
proficient artist (FIGs. 3.3-3.4)
517
.  
 Although there is no mention, either in the colophons or in the documental 
sources, to other artisans then the nuns themselves working on the nunnery‘s manuscripts, 
there is a book of spiritual texts that could have been, at least partially, made outside the 
nuns‘ scriptorium. The codex, finished in 1510, contains a Life of Saint Augustine and a 
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Portuguese translation of Sermones ad fratres in eremo commorantes copied by distinct 
hands
518. The anonymous author writes in the second text‘s colophon that Prioress Maria 
de Ataíde and the nun Margarida Pinheira (both copyists) ordered the translation and 
writing of the sermons. However, the handwriting of the first text and titles of the last 
three sermons is the same
519
. According to Cristina Sobral, who studied the texts in this 
codex, the commissioners could have also been the writers and, although it is not possible 
to prove it, the possibility of a translation inside the community should be considered as 
there is no solid proof that it was external
520
. 
 Unfortunately, it is very difficult to chart the scriptorium‘s history after the first 
quarter of the sixteenth century, since the few surviving manuscripts made after that 
period belong to the next centuries. Moreover, Maria de Ataíde died in 1525, while 
Margarida Pinheira left the nunnery in 1529 to help in the reform of the Convent of 
Setúbal. As for Isabel Luís, although she left to help establish the reform in the Convent 
of Anunciada in 1518, coming back around 1528, there‘s no evidence for her work in 
book production in the sixteenth century. 
 
2.3.1.3. Sister Antónia, slave of Our Lord’s servants – The case of the Convent of 
Anunciada of Lisbon 
 
Besides the Convent of Jesus, there is only one more female community where, 
according to the colophons of some of its surviving books, nuns themselves may have 
worked in the production of their own liturgical books. A nun signing by the name of 
―sister Antónia, slave of Our Lord‘s servants‖ signs three of the seventeen (Appendix 1: 
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 BNP, Il. 219 
519
 ‗Estes sermões do gloriosissimo e beatissimo padre o sãcto bispo agustinho mandarõ tresladar de latim 
em linguajem portugues e assi escreuer as deuotissimas donas . a mujto uertuosa madre maria datayde 
prioressa do muj honestissimo moesteyro de jhesu daaueyro e a deuota madre margarjda pinheyra Religiosa 
do dito conuẽto de jhesu E acabarõsse de escreuer quĩta feyra viij dias de nouẽbro da era de mjl e quinhẽtos 
e dez …‘ (BNP, Cod. Il. 219). 
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 Cristina Sobral, ‗A Rubro e Sépia: Notas Sobre o Scriptorium de Aveiro‘, in Actas Do VII Colóquio Da 
Associação Hispânica de Literatura Medieval – Secção Portuguesa (Lisboa: Universidade Aberta, 2010), 
277. See also: Cristina Sobral, ‗Santo Agostinho Em Aveiro: Estudo de Fontes‘, EHumanista: Journal of 
Iberian Studies 8 (2007): 171–96. 
Additionally, Margarida Pinheira was responsible for copying a codex (MAV, 34CD, c. 1510–29), with 
normative texts in Portuguese and Latin such as the Rule of Saint Augustine (in Portuguese and Latin) and its 
explanation, the Constitutions of the Nuns, a life of Saint Augustine and the rite and formula of profession. 
By handwriting comparison, the Chronicle and the Memorial of the Princess Joana can also be attributed to 
her (MAV, 33/CD, c.1525). The similar nature of the codex of 1510 makes her participation in its 
production plausible.  
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table 1) surviving choir-books from the Convent of Nossa Senhora da Anunciada of 
Lisbon founded in 1518/9
521
. Additionally, two more books may be attributed to the nun 
as they contain the same handwriting and style of decoration as the signed ones
522
.  
As part of his quest to reform the religious orders, King Manuel I ordered, in 
1515, the reform of a community of Franciscan tertiaries installed in an old synagogue in 
Lisbon. The women were invited to accept the Rule of Saint Augustine and became part 
of the Order of Preachers. To reform them according to the Observance precepts, a group 
of five nuns from Aveiro came to the new convent
523
. Unfortunately, contrary to what 
happens in Aveiro‘s case, Anunciada‘s documental sources from the sixteenth century are 
very scarce, with no references to book acquisitions or production. This could be due to 
the convent‘s collapse as a result of the Lisbon earthquake of 1755. From this time on, 
Anunciada‘s nuns moved to the Convent of Saint Joana, founded in Lisbon in 1699 as a 
male house and converted into a female one in 1755. Luckily, some liturgical books were 
saved by the nuns who brought them to the new foundation. Some of these books possess 
detailed colophons that can shed some light on the nunnery‘s book production and 
acquisition. 
In the main source for the community‘s history – a modern chronicle written by two 
Dominican friars, covering the history of the order in Portugal – the similarity with 
Aveiro‘s community is highlighted by the writer, particularly where virtuosity and caring 
for the Rule of St. Augustine are concerned
524. The austerity of the community‘s life, 
described by Frei Luís de Sousa, reveals that the nuns submitted themselves to strict 
penances, in a very similar way to the ones described by Aveiro‘s chronicler. It is 
important to bear in mind that Anunciada‘s directive positions were filled by nuns from 
Aveiro throughout the sixteenth century: the education of the nuns, the teaching of the 
liturgy and the suggestion of spiritual readings were certainly shaped by Aveiro‘s 
community. Brites de Menezes, the second prioress coming from Aveiro, was in charge 
for thirty-seven years (1528–69) with only an interlude of four, due to the abolishment of 
the perpetual prioresses. Aveiro‘s influence is noticeable when, in 1582, Cecília da 
Assunção leaves Aveiro to become Anunciada‘s prioress, although dying in the same 
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.  There is no proof of Anunciada sharing the same commitment to the production 
of its own liturgical books as in Aveiro‘s case. Still, it is possible to know that the first 
prioress, Joana da Silva, commissioned at least two books for the choir to a chaplain 
named João Fernandes, paying him both with alms and with her own money: 
 
―Este livro he do moesteiro de nossa senhora annũciada de_lixboa a_madre dona 
joana da silva primeira prioressa dele ho mandou fazer [e] o pagou do dinheiro da 
sua legitima. Jonhã fernadez capelã do_cardeal jo esc[re]veo no ano de 1525‖526 
 
 A book preceding this in terms of content shows no colophon but agrees with the 
first in both handwriting and decoration style
527
. It is possible that they were originally 
part of the same volume, later bound separately. João Fernandes had previously written 
another manuscript, in 1524, also by order of Joana da Silva, who paid him, this time, 
with alms from a woman named Maria Freire 
528
. Although no register of this scribe has 
been found yet, he signs as ‗the cardinal chaplain‘, suggesting he was probably one of the 
chaplains of Infante D. Afonso (b. 1509–d. 1540), who was ordered cardinal in 1516 529.  
 The second prioress, Beatriz de Meneses, began her priory in 1528 and, as 
mentioned before, was in charge until 1569. During the first year of her priory, she 
commissioned an antiphonary for the feasts of the Temporale which colophon makes no 
reference to the scribe‘s name, providing only the date and the information that it has 
been a paid work
530
.  This book seems to be the second volume of the Antiphonary LC 
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 ‗This book belongs to the monastery of our lady of Anunciada of Lisbon; mother Joana da Silva, first 
prioress, commissioned it and paid it from her own money. Cardinal chaplain Joahm Fernandez wrote it in 
the year of 1525‘ (BNP, LC 110, f. 129v.). 
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 BNP, LC 109. 
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 BNP, LC 112 (―Este livro he do moesteiro de nossa sñra da ãnuciada de Lixboa E_a_madre dona Joana 
da silva p[ri]meira p[ri]oressa delle o mandou fazer de hũa esmola que Dona Maria freire leixou por sua 
alma ao dito moesteiro. [et] foi sc[ri]pto apõtado [et] acabado no ãno de 1524 per Johã f[e]r[nandes] capellã 
do_cardeal.‖ (f. 273)). 
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 To learn more about Cardeal Infante D. Afonso see: José Pedro Paiva, ‗Um Príncipe Na Diocese de 
Évora: O Governo Episcopal Do Cardeal Infante D. Afonso (1523–1540)‘, Revista de História Da 
Sociedade e Da Cultura, no. 7 (2007): 127–74. 
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 ―Este livro he do_moesteiro de nossa senhora annuçiada de_lixboa.E_mandou ho fazer dona briatiz 
de_meneses segunda prioressa delle. no anno de_mil [e] quinhentos [e] xxviii. E_pagousse‖ (f.86v.) (―This 
book belongs to the monastery of Our Lady of Anunciada of Lisbon. It has been commissioned by Briatiz de 
Meneses second prioress in the year of 1528, it has been paid‖) 
The handwriting and style of decoration does not coincide with the work of the prior scribe João Fernandes, 
which means it was probably commissioned to another external artisan. 
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113 which contains the first feasts of the Temporale without, however, bearing a 
colophon
531
. Among the surviving books, three more volumes have been commissioned 
during Beatriz de Meneses‘ priory as their colophons attest532. However, those have been 
signed by a nun under the name of Soror Antónia (―Sister Antónia‖) with no information 
about her connection to the convent: 
 
―Este livro he do moisteiro de nossa senhora da nũncida de Lisboa. Mãdou escrever 
A Madre dona britiz de meneses segũda priuresa E_p[r]imey[ra] deste moistey[ro] 
foi acabado na era de. M. [et] b [et] l [1551] p. Soror antonia escrava das servas de 
deus‖533 
 
If two of the three books by Soror Antónia present the conclusion dates in the colophons, 
the third is provided with a similar colophon which is missing the date in a very strange 
way: 
 
―Este livro he do moesteiro de nossa sñra da ãnuciada de Lixboa e mãdou fazer a 
madre dona britiz de meneses segũda p[ri]oressa e p[ri]meira deste moestei[ro] foi 
s[cr]ipto he acabado no ãno de <     > por soror antonia indina serva das servas de 
deus‖534 
 
The colophon - which structure evinces that it was written to present the year of 
the book‘s conclusion -, presents a blank space where the date was supposed to be. As the 
parchment is in perfect condition without presenting any signs of scraping for text 
deletion, this blank space seems to have been left by the copyist herself. However, as the 
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copyist mentions that Beatriz de Meneses is the community‘s second prioress but the first 
of that house - in allusion to a change of building occurring in 1539 -, it is possible to 
know that the book conclusion was posterior to that. It is also possible to know that 
Beatriz de Meneses was in charge for 37 years, from 1528 to 1569, with only a gap of 
four (from 1561 to 1565) due to abolishment of perpetual prioresses,
535
 which means that, 
as she is still the second prioress, the book must have been made before the end of her 
first priory, in 1561. Regarding content, it is difficult to search for date markers as the 
book, being dedicated to the feasts of the temporale, encompasses only the period form 
Easter Sunday to Pentecost‘s vigil, unchanged during Beatriz de Meneses‘s priory (1528-
61). Unfortunately, due to the scarcity of historical documents regarding Anunciada‘s 
nunnery during the sixteenth century it is not possible to know for sure the period in 
which sister Antónia worked in book production or even to find unquestionable evidence 
of her belonging to the aforementioned community. However, in these books‘ decorations 
Sister Antónia seems to have struggled to emulate the typical motifs presented in 
sixteenth-century manuscripts, especially in what concerns figurative drawing as fruits, 
birds and the human figure (FIGs. 3.5-3.7; 5.44). As happened with the works of 
Aveiro‘s scriptorium, these books seem to have been made by an untrained artisan 
making them unlikely to have been a result of an external commission.  
There are two other books from Anunciada written and decorated by Soror 
Antónia‘s hand, both lacking colophons. Regarding content, the books seem to be the 
continuation of LC 133, an antiphonary with the Santorale signed by sister Antónia in 
1551. If LC 133 contains the feasts from the 25
th
 of Jully to the 10
th
 of August, LC 131 
goes from the 15
th
 of August to the 29
th
 of September and LC 132 contains the feasts for 
November. However, the latter seems to have suffered alterations presenting a different 
and posterior (close to the end of the sixteenth century), handwriting and penwork from 
the feast of Saint Martin on. At the end there is an addition containing the Trinity feast 
that goes back to sister Antónia‘s hand both regarding writing and decoration (FIGs. 3.8-
3.11); as the book is throughout destined to the feasts of the Santorale it makes no sense 
that a feast belonging to the Temporale was added to it. Moreover, the book is devoted to 
the feasts of November (as engraved in the non-original binding) and the Trinity‘s 
celebration occurs one Sunday after the Pentecost, usually in May (eight weeks after 
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Easter Sunday). The Trinity office must have been part of an antiphonary of the 
Temporale made by sister Antónia which was later dismembered. 
 
 
2.3.1.4. Nuns as patrons – Acquiring liturgical books in the Portuguese nunneries 
 
 As mentioned previously, there is no known evidence of internal book production 
in any other Portuguese female communities but Jesus of Aveiro and Anunciada. In the 
majority of the cases, even among Observant houses, Portuguese nunneries seem to have 
relied on external commissions to fulfil their need for books, both devotional and 
liturgical. The colophons of some surviving books coming from female Portuguese 
communities, by revealing some information regarding patrons and artisans, can help to 
clarify the processes and dynamics of book acquisition in these convents.  As will be 
exposed bellow, Portuguese prioresses and abbesses seem to have assumed an important 
role in providing their communities with both liturgical and devotional books.  
 
 
a) Two Cistercian cases 
 
The Cistercian female community of Santa Maria do Lorvão was founded in 1211. 
The monastery is documented since 878 as a male community that adopted the Rule of 
Saint Benedict, which production of manuscripts seems to have been interrupted before 
the conversion into a Cistercian nunnery
536
. Contrary to the friars preceding them, the 




The National Archive of Torre do Tombo houses nearly fifty of the new community‘s 
manuscripts, of which a few colophons reveal information about the convent‘s external 
commissions in the fifteenth and sixteenth centuries. For instance, an antiphonary‘s 
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colophon discloses that it was commissioned by Inês Lourenço Machado in 1451 for two 
and a half marks
538. However, the author is not mentioned, emphasizing only the patron‘s 
effort. A sixteenth-century collectar was, according to the colophon, produced by the 
convent‘s chaplain, named Tomé, and commissioned by the nun Margarida Coelha539.   
In the sixteenth century, prioress Catarina d‘Eça seems to have commissioned some 
manuscripts for the convent, since two choir-books
540
 present her coat of arms in the first 
folio, suggesting her patronage
541
.  Prioress Ana Coutinho also appears as the patron of a 
manuscript produced for the convent in 1540
542
.  With the exception of a missal that, 
according to Peixeiro
543
 seems to have a Bolognese origin (probably an offer or part of a 
dowry),  Lorvão‘s manuscripts are very poor in decoration, presenting mostly pen-
filigreed initials and showing little influence of the Flemish and Italian models of secular 
manuscripts (FIG. 3.12). 
Santa Maria de Arouca, another Cistercian community that probably also filled its 
library with purchased books, presents a similar case in which the colophons of the 
surviving manuscripts can be extremely helpful, enabling a very comprehensive 
collection of information concerning the convent‘s book acquisition dynamics. A 
fifteenth-century gradual
544
 ends with a note in Castilian, stating that the book was written 
and illuminated in Lamego (Portugal) by Afonso Martins, Santa Maria do Tropeço‘s 
abbot, and commission by Friar António de Mora from Sant Pedro de Spina, in Castile, as 
an offer to Santa Maria de Arouca.  The note also mentions the price of 10,000 réis
545
. 
Another note in the same manuscript reveals that in 1486, four and a half months after 
being written, the book was bound by João Álvares: the binder identifies himself as ―João 
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Álvares, unworthy priest‖, mentioning that he bound the book with a lot of others from 
the same convent following Abbess Leonor Coutinha‘s request546.   
Friar António de Mora from Sant Pedro de Spina in Castile had already copied a book 
for the nuns of Arouca thirty-four years before, in 1451, after a commission of the Abbess 
Isabel de Ataíde
547
. Three years later, in 1488, Afonso Martins finished another book in 
Lamego, this time commissioned by Friar Antonio of Sant Pedro de Spina, although 
without mentioning the cost
548
.  At the beginning of the sixteenth century, the Abbes 
Melícia de Melo commissioned a missal to Friar Andrade of the order of Saint Francis
549
.  
As this books‘ colophons show, convents without internal production often commissioned 
their books to other monasteries with which they had close relations. According to 
Peixeiro the close relationship between Arouca and Sant Pedro de Spina dates back from 
the early thirteenth century after Spina‘s abbot‘s withdrawal of King Afonso II‘s 
excommunication due to a quarrel with the Papacy
550
.  Proximity seems also to have been 
an important factor as Lamego (where Afonso Martins copied some of the books) was 
very close to Arouca.  
 
 
b) The Dominican Convent of Paraíso of Évora 
 
This convent presents once more a case in which both monastic artisans and 
professional painters were involved in book manufacturing. As with the Cistercian houses 
of Lorvão and Arouca, there is no evidence of internal production at Paraíso; instead, 
male monastic houses seem to have been the main source of this convent‘s liturgical 
books.  
 Like the Convent of Jesus of Aveiro and the Convent of Anunciada, this nunnery 
originated from a group of non-rulled religious noble women in 1516. In 1508, Joana 
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Correia was appointed prioress and fought to transform the community into an Observant 
house of the Order of Preachers, which she achieved in 1516. As mentioned before, 
Álvaro da Costa, King Manuel‘s Head Chamberlain, helped in the process, becoming the 




Although some influences of the Convent of Jesus of Aveiro can be found among 
Paraíso‘s texts and liturgy, those are more likely to have come from the convent of 
Saudação in Montemor-o-Novo (since there is no register of nuns from Aveiro in Évora‘s 
house)
552. As happened with the Montemor‘s community, no evidence survives of 
internal book production in Paraíso‘s nunnery. Besides the absence of surviving 
exemplars, the author of the account on the convent‘s foundation makes no references to 
such activity or to the office of scribe being among the offices exercised by the first 
nuns
553
. Instead, six surviving liturgical manuscripts, commissioned between 1527 and 
1539, evince the commitment of the first prioresses to acquire books for the nunnery‘s 
liturgical celebrations. The first prioress, Joana Correia, commissioned two antiphonaries 
to a Dominican friar, who signs as ‗Frey Thomas de Toledo‘, in 1527: 
 
―[…] frey Thomas de Toledo frade da orde dos frades pregadores fiz este livro por 
[man]do da muyto v[ir]tuosa senhora joana correa prioresa de sancta maria do 
paraiso da cidade devora . sendo ela ha_primeira prioresa desta casa ouservãte por 
mandado do rey don manuel que sancta gloria ayja he ao tempo q[ue] este livro 
acabei faz años que esta casa he ouservante na era de mil e quinhentos [e] vinte sete 
años en dia de sancta barbara‖554 
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Although without a colophon, a second antiphonary resembles this one both in 
content and handwriting
555
. In contrast to what happens in Arouca‘s books, in this book 
the colophon is not written in Castilian, despite the scribe‘s provenance (Toledo, Spain). 
As mentioned before, in the first half of the sixteenth century the implementation of the 
Observance brought Castilian friars to Portugal in order to help in the settling of the 
reform,
556
 meaning that those manuscripts could have been made in a Portuguese friary. 
São Domingos de Évora, which had the nuns‘ cura, and received friars from Castile in the 
sixteenth century, seems a likely source
557
.  
 If Friar Thomas de Toledo‘s manuscripts are very restrained concerning 
decoration (which is merely functional, formed by pen-filigreed initials), the same is not 
true of the books commissioned by the next prioress, Margarida Grã, who was appointed 
in 1532. She is believed to have commissioned all four liturgical manuscripts made for 
the nunnery between 1536 and 1539, containing high-quality painted incipits for the main 
feasts
558
. Even if only the first volume contains a colophon, the others, as will be 
mentioned, present some evidence for the same origin. 
 
―Este livro mandou fazer a muyto magnifica e devota senhora a senhora Margarida 
da Grã dona prioressa deste moesteiro de Sancta Maria do Paraiso desta muyto 
nobre cidade dEvora. Acabouse ho anno de Mill e bxxxbj pollo mes dagosto. Laus 
Deo. Medina indignus‖559 
 
 Once again, the scribe prostrates himself as a humble servant, signing as Medina 
Indignus (‗unworthy servant‘), and hiding his identity. However, he was probably a friar 
of a nearby male community, as the rubrics for the celebration of the Divine Office show 
the use of masculine forms. Additionally, similarly to what happens in Joana Correia‘s 
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manuscripts, most of the book‘s decoration is formed by pen-filigreed initials, which also 
points to a monastic origin. However, the painted incipits detach themselves from the rest 
of the book, suggesting the authorship of professional illuminators, probably close to the 
royal programme of Leitura Nova, whose identity is not revealed in the colophon. It is 
worth noting that in Leitura Nova‘s books – with incipits in the same fashion– the few 
signatures by illuminators do not appear along with the scribe‘s signature, but integrated 
in the illuminated work (FIG. 3.13)
560
. As well as for Leitura Nova, painted incipits for 
Margarida Grã‘s manuscripts were certainly commissioned separately and probably after 
the scribe‘s work. 
 The high quality of these incipits, resemble the painted margins of Flemish Books 
of Hours
561
 or the incipits of Leitura Nova - showing humanistic themes and natural 
landscapes along with sacred subjects -, which suggests they were probably the work of 
professional painters (FIGs. 3.13-3.18) (as was the case in the monasteries of Coimbra, 
Belém, Tomar and São Bento of Cástris).  Besides being financially capable of paying for 
such works – relying on the fortunes of its noble members, whose families continuously 
contributed to the community
562
 – the Convent of Paraíso de Évora was immersed in the 
rich cultural environment of sixteenth-century Évora. Noble and royal members used to 
stay in Évora for long periods and illuminators like António de Holanda had their 
workshops there. In the 1530s, the same period in which  Paraíso‘s incipits were 
manufactured, Holanda illuminated, in his workshop in Évora, liturgical books for the 
Convent of Christ in Tomar and the Cistercian nunnery of São Bento de Cástris of 
Évora
563
. Through a stylistic comparison Sylvie Deswarte suggested that António de 
Holanda and Jan Ruysch have worked together in the illumination of the antiphonary LC 
137, comissioned by the Prioress Margarida Grã around 1536
564
. Similarly, according to 
Deswarte, the young António Fernandes - who would work in Leitura Nova‘s incipits 
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(FIGs. 3.13; 3.18; 5.50) -, was responsible for the illumination of the other books 
commissioned by the Prioress between 1536 and 1539 (FIGs. 3.16; 5.48-49)
565
. Luisa 
Frazão had previously made a similar suggestion in her Master‘s dissertation566. Besides 
the aforesaid illuminators, other artists worked in Évora in the 1530s. Frei Carlos, an 
important name in sixteenth-century Portuguese painting, professed as a Hieronimyte in 
the Monastery of Espinheiro in 1517; the painter Gregório Lopes worked in Évora‘s 
Cathedral in 1537 and Garcia Fernandes (also a painter) worked for the convent of Saint 
Francis during the same decade
567
.  
 One of the books from the Convent of Paraíso
568
 - the second volume of an 
antiphonary whose date of execution is revealed by an inscription in an incipit in which a 
little panel reads ‗1539‘-,569 has what is believed to be the depiction of the royal family – 
King João III (r. 1521–57), his wife Catarina and his son and heir, Infante João (FIG. 
3.14)
570
. Another incipit in the same book shows the depiction a nun and an old noble 
man along with the apostles in the Pentecost scene (FIGs. 3.16; 3.17)
571
. The man, 
represented once more in a medallion in the same folio, is probably the convent‘s main 
patron, Álvaro da Costa, who died in 1540
572
. As for the nun she may represent: either the 
community as a whole or the prioress and possible patron, Margarida Grã. The homage 
paid to the royal family was probably a reflection of the crown‘s support to the convent 
since its early days; morevover, João III‘s court was stablished in Évora in the 1530s, 
which suggests the possibility of a direct relationship between the monarchs and the 
convent
573
. Having commissioned two similar volumes in 1536
574
, Prioress Margarida 
Grã was probably also responsible for ordering the two manuscripts from 1539. Her 
continued investment in book acquisition is confirmed by a manuscript commissioned by 
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her in 1537, containing normative texts, in which the colophon does not mention the 
scribe‘s name575. 
 As has been shown in this first point regarding textual and book production during 
the Observant Reform, observant nuns seem to have increased their active engagement in 
writing related activities throughout the fifteenth and sixteenth-centuries. Most of these 
engagements seem to have occurred in response to their role as ambassadors of the 
Observance in un-reformed communities where the written word was a way to record the 
observant message for the generations to come. Activities such as book writing and 
illumination were seen by the reformers as virtuous and honest tasks which slightly 
contradicted the tendency of the anonymous artisan; observant nuns, both artisans and 
patrons, made sure to record their names on their works and are remembered in their 
convents‘ obituaries as writers and/or illuminators. In the following chapters I will try to 
analyse nuns‘ agency on the use of image, especially regarding illuminated manuscripts. 
   
  
                                                 
















1. Casting the Dominican legislation on the use of image and ornaments 
 
  As analyzed by Joanna Cannon in her work about Dominican art in Central Italy, 
the Preachers legislation was cast in a period during which many new religious orders 
were showing a critical view towards the use image and the excessive ornamentation
576
. 
Starting with Tertullian‘s writings (155-240)577, connections between art and idolatry had 
been a concern to Christianity as shown by the Iconoclast controversy on Byzantium. 
Saint Jerome (347-420)
578
, and Candidus of Fulda (d. 845)
579
  have contrasted the riches 
of the church with the miserable life of the poor in their writings, argument later 
recovered by Saint Bernard (1090-1153)
580
 and the Augustinian Canon Hugues de 
Fouilloy (1100-1174)
 581
 in order to stress the clash between the excesses in art and the 
principles behind monastic life
582
. As pointed by Joanna Cannon
583
, twelfth-century 
authors also received positive opinions towards the use of art in Christianity from earlier 
commentators: Both Paulinus of Nola (354-451)
584
 and Gregory the Great (d. 604)
585
 
have expressed a positive opinion on the use of art as a way to instruct the laity and attract 
them to the churches. Following this argument, Saint Bernard and Hugues de Fouilloy 
586
 
borrowed the distinction made earlier by Saint Jerome
587
, claiming that the use of art as 
education should be valid only for the secular clergy - whose churches lay among the laity 
-, and not for the regular clergy which should be isolated in peaceful locations
588
. 
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However, negativity towards art lingered in regular clergy legislation until the Dominican 
chapter acts of the mid-thirteenth century. In the beginning of their history, the Preachers 
were constrained both by economic difficulties and the need to keep with the poverty 
claims which defined their spirituality. The use of image and excessive ornamentation 
could give rise to critics both among their peers - other religious orders in which opinion 
towards art was very critical - and the laity, which they needed to please
589
. 
Thus, since the beginning of their legislation, the Preachers showed a deep 
concern to the upholding of poverty legislating in favor of humble buildings and vests. 
The General Chapter of 1239, under the generalate of Raymond of Peñaforte lists some 
additions concerning the use of image and ornaments
590
: Silk vestments, precious stones 
and gold or silver ornaments – except for chalices – are forbidden (this would be amended 
in the next year providing an exception to orphreys and the hebdomadarian in the choir or 
in processions
591
); Dominican convents could  not contain images, except for painted 
ones, nor possess books with gold lettering, nor glazed windows decorated with anything 
other then crosses. In the General Chapter of the next year, it was decreed that all 
notabiles superfluitates should be removed from choirs and no further ones introduced
592
. 
 During the generalate of Humbert of Romans (1254-63) the increasing laxity 
towards the rule lead to the support and extend of the previous legislation concerning art. 
In 1263 it was added to the Constitutions that in the sake of poverty and humility all items 
threatening it should be avoided. However, Humbert of Romans seems also to have made 
use of art as propaganda, instructing the use of images of Saint Dominic and Saint Peter 
Martin in the churches as a way to promote their feasts
593
. Superfluous items continued to 
be addressed by Dominican law in the late-thirteenth century. Ornamented vestments, 
gold, silver or jeweled crosses, rings and precious stones would be forbidden once again 
in 1273. In 1265-76 visitors were instructed to look for decorated mirrors and clasps in 
the convents
594
. Reaching the year 1300 the Constitutions would be softened losing the 
chapter concerning limitations on the height and vaulting of conventual buildings and 
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churches, leading the way for buildings such as Saint Dominic of Perugia
595
. However, 
legislation seems not to have been an impediment on the construction of great buildings 
since, as pointed by Joanna Cannon, majestic Santa Maria Novella, in Florence, had been 
erected before the removal of the construction constraints
596
. After 1300 legislation 










, a treatise on the education of the Dominican friar 
by Humbert of Romans, is filled with references to the importance of teaching through 
good examples
599
. To be teachers and models – to preach – was the main goal of the 
Dominican Order. Those tasks demanded a great deal of intellectual groundwork; the 
primacy of study as a mean to achieve preparation for preaching was the main pillar of the 
Dominicans. As referred by William Hood, the canon‘s interpretation of the Rule of Saint 
Augustine meant that, in opposition to monastic orders, the canons should learn from each 
other ―in a reciprocal exchange of words and examples‖600 and not only through the lectio 
divina and worship in the choir. Thus, word and example walk together in the Preachers‘ 
mission in which, as will be developed next, the use of art played a major role not only in 
the achievement of their greater purpose – the cura laicorum -, but also in the education 
of the novitiate. To preach was the main mission of the Dominican friar who, contrary to 
his fellow nuns - who were not expected to do so -, should therefore devote his life to 
doctrinal study. This major difference on the mission of both Dominican branches is 
instrumental to the understanding of the use of images in the education of both male and 
female members of the order. As the friar should prepare himself to devote his life to 
theological study in order to become a great preacher while living a life of poverty and 
contemplation, the Dominican nun should be prepared for a life of poverty, 
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contemplation, enclosure and obedience. Before considering the use of image in nuns‘ 
spirituality it is important to understand how image was seen and used by the male branch 
of the order. 
 It is possible to find the use of image as a tool for the friar‘s education since the 
early days of the Dominican Order, as documented by the images in De modus orandi 
Sancti Dominici - a text believed to have been written in Bologna in the mid thirteen 
century documenting the gestures made by Saint Dominic while praying in silence
601
. The 
text is based on the principle that an inner state can be induced by an action connected to 
it (e.g. a bow can induce humbleness), thus being accompanied by illustrations of Saint 
Dominic carrying out nine different gestures while praying
602
. According to some authors, 
the book is connected to the education of the novitiate in Dominican communities in 




Joanna Cannon‘s analysis of the Dominican art in the fourteenth century shows 
how the Preachers‘ mission, and the importance of studying in order to achieve it, are 
constantly theming it.  Santa Caterina of Pisa‘s altarpiece (FIG. 4.1) - a polyptych made 
by Simone Martini in 1320, and an important piece for the development of Dominican 
altarpieces in Central Italy -, pays homage to the Virgin while glorifying Dominicans as 
teachers of the word of God on Earth
604
. In the polyptych a succession of writers and 
teachers transmit the word of God from the apex of the piece to the predella putting the 
Preachers as the end of a chain destined to spread God‘s teachings on Earth. The 
hierarchical disposition ends with the Doctors of the Church, possibly containing the first 
representation of the Dominican Thomas Aquinas, soon to be canonized in 1323. Despite 
not yet a saint (Aquinas died in 1274), the Dominican is represented in this piece with a 
halo. According to Cannon, it seems like in 1320 the Dominicans of Pisa were convinced 
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of his canonization‘s success - it is also important to stress the connection between 
Aquinas and the Pisan Dominicans since the Church Doctor is said to have taught in 
Santa Caterina of Pisa where his Cathedra is still displayed
605
. Saint Dominic is also 
depicted in the main panel holding a book containing a text from Psalm 33 (Psalm 33. 12) 
which reads ―Venite filii audite me timorem domini docebo vos‖ which describes 
preaching and teaching, the mean to which the Dominicans spread the word of God
606
.  
In the same period (c. 1323), the same church housed another piece on the 
celebration of Thomas Aquinas canonization (FIG. 4.2) – The triumph of Thomas 
Aquinas - believed to have been done by Lippo Memmi. The panel can be seen as an 
example of the use of art as propaganda by the Preachers since Joseph Polzer describes it 
as a work commissioned by the friars of Santa Caterina of Pisa in favour of Saint Thomas 
canonization and cult
607
. Moreover, following the same line of the previously described 
altarpiece, this panel functions also as a celebration of the Dominican mission of studying 
and teaching: Saint Thomas, seating at the centre of the composition, receives the wisdom 
from God, Moses, Saint Paul and the Evangelists and offers it to the clergy standing 
bellow him. The wisdom is represented trough rays of light that feed the Dominican friars 
standing bellow directly from an open book lying on Saint Thomas‘ lap608. This theme 
would be repeated in Andrea di Bonaiuto‘s mural decorations on the Spanish Chapel 
(Santa Maria Novella‘s chapter-house) painted in the years 1365-68 at the Dominican 
friary of Santa Maria Novella in Florence. The mural, occupying an entire wall, aims to 
represent Theology in the programme of the chapel
609
. This mural, in turn, may have been 
a source of inspiration for the same depiction in a panel at the library of the observant 
convent of San Marco in Florence (FIG. 4.3). The painting attributed to Zanobi Strozzi 
610
 is believed to have been done in the years 1440-50 and shows some similarities with 
the one from Santa Maria Novella
611. San Marco‘s library houses another panel, with the 
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same shape and size, dedicated to the same theme. The painting depicts the School of 
Beato Alberto Magno (c. 1200-1280), a German Dominican bishop and Doctor of the 
Church, in a very similar composition where the Beato sits in the middle surrounded by 
his listeners (including Tomas Aquinas and friars from all the orders) disposed around 
him
612. A century before, Tommaso da Modena‘s frescoes of friars on their study carrels 
(1351-2) at the chapter-house of San Niccolò in Treviso also focused on the Preachers 
dedication to study. The frescoes provide an insight on the use of private cells by the 
Dominican scholars in which is possible to see, from the left to the right, Vincent of 
Beauvais, Bernard de Traversères, Pelayo of Spain, Peter Cendra, Walter of Germany and 
Pietro Isnardo of Vicenza studying at their desks
613
. The core of the Dominican mission, 
which is to teach and fight heresy on Earth, can be pointed as the central axis through 
which the art displayed in their convents develops from the early days of the Order until 
the age of Observant Reform. As will be developed in the next chapters, this will be the 
major difference between the art produced for and by both genders of the order. Nuns 
were not meant to be neither preachers nor teachers; despite obeying to the same rule, 




2.1. Observants and the use of art: the cura animarum and the cura 
noviciorum 
 
2.1.1. Observants and the use of art in the cura animarum 
 
Observants sought to reform society as a whole acting not only within the 
religious orders but also among the laity and secular clergy. The reformers‘ actions where 
guided by a strategy rooted on the power of the word in which preaching had a central 
place, either orally or by textual transmission. The advent of the printing press increased 
                                                                                                                                               
Thomas‖ Panel in Santa Caterina, Pisa. Meaning and Date‘, 50.). The triumph of St Thomas Aquinas over 
the heretics is also the theme of a fresco at the funerary chapel of the Neapolitan Cardinal Oliviero Carafa at 
the observant convent of Santa Maria Sopra Minerva, in Rome, painted by Filippino Lippi during 1489-91. 
612
 Scudieri, Miniatura Del ‟400 A San Marco, 204–5. 
613
 Cannon, Religious Poverty, Visual Riches, 202. 
128 
 
the dissemination of observant writings whose target varied from the secular clergy
614
 and 
enclosed nuns to married women and children.  
Observant authors such as the Dominicans Giovanni Dominici (c.1356-1419), 
Vicent Ferrer (d. 1419), Girolamo Savonarola (1452-98) or the Franciscan Giovanni of 
Capestrano (1386-1456) produced texts that fed the literary environment of the fifteenth-
century Italian Peninsula, later spreading over Europe. These texts were mostly aimed to 
instruct a true Christian life among the laity bringing the monastic way of life into their 
homes. Textual instructions in the form of booklets destined to guide the laity on 
devotional meditation centred in the Passion were highly disseminated throughout the 
fifteenth and sixteenth centuries. In his work on the observant efforts in education and 
moral formation, Pietro Delcorno names a series of observant texts meant to achieve the 
reformers goals such as Giovanni Dominici‘s Regole - written originally as a letter to a 
lay woman-, the Regole della vita matrimoniale by the observant Franciscan Cherubino 
da Spoleto, or the extensive collection of letters addressed to nuns in which Giovanni 
Dominici‘s Lettere Spirituali holds a special place615. The environment described in 
chapter II fostered the popularity of the fifteenth-century mendicant preachers who warn 
society against sin (such as sodomy, prostitution, gambling or immodest art).  As 
mentioned by Delcorno, the canonizations of Bernardino da Siena (1450) and Vicent 
Ferrer (1455/58) led preachers to be perceived as living saints with a great influence on 
society. 
Delcorno also brings attention to the way in which observants‘ words were often 
accompanied by rituals that appealed to the visual memory of the audience such as 
processions, theatre or bonfires in which children had a prominent role. Education 
through visuality sought to have a lasting effect on the audience‘s memory which would 
respond to the referred rituals in strong emotional ways.  
Giovanni Dominici‘s works express his opinion on what should be the 
characteristics of true Christian art. For the Italian reformer, paintings should not be 
luxurious but simple in its materials in order not to distract the beholder from the true 
value of its content. Realism should also be a feature of religious paintings so that the 
beholder could identify with them. In its Regola del governo di cura familiar (1400-
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 Dominici instructs the laity on the valuable role of images in the religious 
education of children, advising the families to have paintings of saints in their homes.  
These paintings should portrait saints of the same age and genre of the child as a way to 
promote identification and inspire the young ones to follow the saint‘s path617.  
Other reformers have expressed themselves in favour of the use of simple and 
realistic images as models for religious education. Tommaso Caffarini da Siena, who 
worked towards the canonization of Catherine of Siena also advocates the same type of 
images claiming that they should faithfully translate the saints‘ legends; which is to say 
that images should serve the texts in which they were based. Tommaso Caffarini suggests 
a specific type of image – frontal depictions of saints inviting the viewer to pray, 
surrounded on the sides by instructive narrative scenes -, and gives precise instructions for 
Saint Catherine‘s iconography618. This can be seen in the artworks commissioned by him, 
such as Saint Catherine‘s polyptych, by Andrea di Bartolo (1395-99)619 – in which the 
usual golden background is replaced by a black one -, or in the simple ink drawings 
illustrating Saint Catharine‘s legend620. Similar positions concerning the simplicity of 
paintings and its fidelity to the texts were also advocated by the Florentine Archebishop 




The reformer Girolamo Savonarola, prior of the Dominican convent of San Marco 
in Florence, who wished to transform the city in the New Jerusalem during the last decade 
of the fifteenth century, took advantage of the printing press as no other preacher before 
him
622
. From an office settled at San Marco many people (lay and religious) worked to 
edit and publish his works soon making him the most widely spread author in Europe. 
According to Tamar Herzig, the success of his books may have been related to the images 
he carefully selected to illustrate them
623
.  
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Savonarola‘s attacks against immodest art led many Florentines to throw their 
artworks on the bonfires promoted by the reformer. Savonarola directed his sermons not 
against the artists but towards the patrons warning them against their vanity and accusing 
them of honouring nothing but their names through the luxurious buildings and artworks 
they commissioned in the name of God. As the reformers mentioned above, Savonarola 
believed in the devotional and didactic function of art, preaching in favour of simple and 
modest artworks and condemning the depiction of saints dressed as ordinary rich 





2.1.2. Observance and monastic art: Legitimizing a new branch; inspiring old 
ideals 
 
As developed in the second chapter of this dissertation, Observants aimed to 
revitalize the glory of ancient monasticism. Their founders were seen, therefore, as 
models to follow and inspire new generations to come. Dominican reformers used the 
glorification of the past to inspire the present and the future into the strict observance of 
the Augustine Rule and the Constitutions. Through a path that ended in the order‘s 
schism, they tried to legitimize themselves as the true heirs of their founders in opposition 
to the main branch‘s way of life. Thus, Dominican Observant art is deeply connected to 
the order‘s past in an effort to both legitimize a new branch in the order‘s history  - as the 
heir of what the observants understood as the order‘s golden days -, and to inspire new 
generations of Dominicans to live like their founders.  
The work of Fra Angelico (Giovanni da Fiesole, born as Guido di Pietro Trosini, 
1387-1455) in the convents of San Marco, in Florence, and San Domenico in Fiesole 
provides a paradigmatic example of the use of art in the Dominican observant friaries, as 
has been studied in the reference work of Willian Hood, Fra Angelico at San Marco
625
. In 
1406, Giovanni Dominici, main driver of the Dominican Observance in the Italian 
Peninsula, founded the first Italian observant friary ex nihilo in Fiesole, near Florence. 
However, the friars would be forced to flee due to divisive politics connected to the papal 
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schism, only returning in 1415. They would only be able to establish the convent three 
years later with the patronage of the merchant Barnaba degli Agli
626
.  As will be 
developed next, this new community seems to have made use of art to legitimize itself as 
the first Italian observant house ex nihilo within the order‘s history. The Fiesole Retable 
(1423-4) (FIG. 4.4), made under the patronage of Barnaba degli Agli for the church‘s 
high altar, shows the Enthroned Virgin accompanied by Saint Dominic, Saint Barnabas, 
Saint Thomas Aquinas and Saint Peter Martyr. The Virgin, the Dominican Order, and the 
convent‘s patron themed the main panel of the retable by Fra Angelico - a friar at San 
Domenico at the time
627
. According to Joanna Cannon the importance of the Virgin in 
sacred history and the hierarchy of the Dominican saints in the history of the Order are 
common themes in the altarpieces of Dominican churches
628
.  Seen by the Dominicans as 
its protector, the Virgin held a special place among their devotions; in the early days of 
the order only the image of the Virgin and the Crucifixion were allowed in the friars‘ 
cells
629
. As pointed by Cannon, images of the Virgin were a common presence in the 
Dominican churches‘ altarpieces by the late thirteenth century, and the polyptychs of the 
fourteenth century were provided with large-scale images of Mary
630
. Relying on a 
system of mostly hand-me-down churches, the Dominican friars had no choice but to 
consecrate the high altar to the church‘s dedicatee. Through the polyptych format, 
Dominicans could pay homage to the dedicatee, to their founders and to its protectress in 
the church‘s altarpiece631. 
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The recurrent theme of the Dominican genealogy can be seen in the Fiesole- 
retable‘s predella (FIG. 4.5). The five panels show a very hierarchical composition 
representing Christ Glorified surrounded by angels and saints
632
. In the two external 
panels, the members of the Dominican Family appear disposed hierarchically (FIG. 4.6): 
the left panel shows a group of friars at the top - including Saint Dominic, Saint Peter 
Martyr and Thomas Aquinas -, followed by four nuns and a lay brother; in the right panel 
it is possible to see two more rows of friars – where general masters, popes and cardinals 
are placed in the top row -, accompanied by four tertiary nuns and a tertiary friar at the 
bottom
633
. The figures are identified with inscriptions and some of them seem to be 
connected with the convent‘s mother house – Santa Maria Novella – a non-observant 
house in Florence founded in 1246. This connection to an ancient house helps placing the 
Fiesole‘s recent convent within the Dominican ancient tradition634. The depiction of 
Giovanni da Salerno, connected to the presence of the first Dominicans in Florence 
deepens this affiliation. Also present are Caterina of Siena and Raymond of Capua, both 
deeply connected to the first steps of the Dominican Observance in the Italian Peninsula. 
Above all, these panels represent the Dominican Order as a whole, from the saints to the 
tertiaries and lay members, as a unified order with a continuous history since its early 
days
635. Placed in the Church‘s high altar, the retable was seen from the choir in which the 
friars also sat hierarchically, led by the prior in the right stalls and by the subprior on the 
left side. As pointed by Cannon, Humbert of Romans advised the friars to turn their heads 
and face the altar while waiting for the service to start, so the friars would have the 
opportunity to look at the altarpiece when gathered in the choir
636
. Nonetheless, the 
altarpiece was meant to be seen not only by the community but also by the public who 
should embrace the observants as true Dominicans and be touched by the their pious 
message.  
The Dominicans of Florence showed a great interest in the visual representation of 
their predecessors. Besides de Fiesole‘s retable other examples can be seen in Santa Maria 
Novella‘s Master of the Effigies (after 1336), in the Chiostro Verde at the same friary and 
also in San Marco‘s chapter-house. In the panel of the Master of the Effigies Christ and 
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the Virgin appear on a throne separated from the ground by a series of steps in which 
stand seventeen members of the Order, including two nuns. The original location and 
function of the panel is unknown today, however, as mentioned by Joanna Cannon, the 
representation of notable friars offered a suitable method of expressing the multiple 
aspirations that could be followed by the friars encountering it. The frescoes in the vaults 
at the Chiostro Verde portrait ninety-six Dominicans identified by descriptions (mostly 
lost today) and attributes. Figures like Giordano of Pisa, Ambrogio Sansedoni, Giacomo 
Bianconi of Bevagna and Buoninsegna of Florence can be identified
637
. The Tree of the 
Dominican Order frescoed in the late-fourteenth century in a lunette, also at the Chiostro 
Verde, shows Saint Dominic as the root of twelve branches. Each branch bears roundels 
with figures or scenes reminiscent of illustrations of Saint Bonaventura‘s Lignum vitae, 
prophets and saints, and ends with bust-length Dominicans. This fresco is a predecessor 
of the fifteenth-century Dominican Tree made popular by the reformer Cardinal Juan de 
Torquemada (1388-1464) in a xylography included in his Meditationes (1467)
638
. The 
Meditationes seem to have inspired the pictorial program of the first cloister of the friary 
of Santa Maria Sopra Minerva in Rome, reformed by Torquemada from 1461 on. The 
program was aimed for the spiritual instruction of the community‘s members639.  
Besides the main panel of the high altar picturing the Enthroned Virgin 
accompanied by the tree main Dominican saints in the Fiesole‘s conventual church, two 
more altarpieces by Fra Angelico, this time on the choir screen
640
, paid homage to Mary 
depicting the two major moments of the Life of the Virgin – the Annunciation and the 
Coronation. In her analysis of the Coronation (FIG. 4.8) Patricia Rubin stresses how this 
composition detaches itself from the model created by Giotto in the altarpiece for the 
Baroncelli Chapel in the Franciscan Church of Santa Croce (1329-32, Florence)
641
. Santa 
Maria Novella‘s Coronation, also in the choir screen, follows Giotto‘s model, however, 
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according to Rubin, Fra Angelico, as a Dominican observant friar, chose not to follow his 
mother-house giving an observant touch to the painting through a new template
642
.  
Giotto‘s model presents a central panel in which the Virgin seats together with Christ on a 
throne, at the same level, while Christ places a crown on his mother‘s bowed head. Ranks 
of saints and prophets assist the moment in four lateral panels. In turn, Fra Angelico‘s 
composition reinforces the Virgin‘s humility as the Virgin kneels below her son. Ten 
steps separate the Coronation from the ground reinforcing the hierarchical disposition of 
the figures and forcing the beholder to look up: Patricia Rubin‘s analysis suggests that the 
painting is composed according to levels of visual access, as if the steps could only be 
ascended in the mind, symbolizing the degrees of spiritual progression
643
. According to 
that interpretation the primary level of reception would be to see the represented saints as 
models whose contemplation was rewarded with the communion with the divine, while 
the higher level would be, as put by Rubin, to ―go from viewing to vision‖, transferring 
the image to the imagination. Dominican mystic Henry Suso (c. 1295-1366) approaches 
the use of devotional imagery in a critical way defending its use only as an aid for initiates 
in the lower stages of the mystical itinerary. The use of images was then to be discarded 
in the higher levels of the journey in which mystical union occurred
644
. Devotional 
imagery was, therefore, a tool for the instruction of novices and laity. Thus, the steps 
depicted in the painting could represent the way out of this primary way of contemplation 
through images; the way to the imageless. Fifteenth-century reformers like Johannes 
Meyer (1422/23–1485) and Johannes Nider (c. 1380 –1438) seem to have acknowledged 
and reinforced the use of images as tools for the cura monialium
645
 and the cura laicorum. 
 The affirmation of the apostolic mission of the Preachers, as legitimate heirs to the 
apostles, along with the main role of preaching and study for accomplishment of such a 
mission, is also represented in the Fiesole‘s Coronation. Fra Angelico constructs a vertical 
succession starting with John the Baptist (in the top row, next to the Virgin), descending 
to John the Evangelist holding his gospel, then passing to Saint Dominic, holding an open 
book, and ending on Thomas Aquinas, also holding an open book and facing the 
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. This not only legitimates the Dominican lineage as heirs to the apostles, as 
carriers of the word of God in Earth, but also underlines their role as students in order to 
accomplish their mission. This, as already seen in this text, is a recurrent theme in 
Dominican artworks since the early fourteenth century. The predella reinforces this idea 
through six scenes from Saint Dominic‘s life emphasizing not only the authority of the 
order but also the power of teaching and preaching
647
. 
Cyril Gerbron, following E. Már Jónsson‘s analysis of the notion of speculum in 
the Middle Ages
648
, writes about the specular function of these kind of images as moral 
edificators in the Dominican observant communities. Fra Angelico‘s early fifteenth-
century (1440-1453) frescoes at the observant convent of San Marco, in Florence, provide 
a great example of a program designed to inspire Dominican friars on their mission. 
William Hood suggested a deep connection between the scenes depicted in the convent‘s 
dormitory and Saint Dominic‘s gestures on the Modus Orandi649. According to Hood, the 
frescoes in the eight cells destined to house San Marco‘s novices, although not from Fra 
Angelico‘s workshop and, therefore, neglected over the ones made by the Beato, are of 
extreme importance: these frescoes provide images of Saint Dominic praying before a 
crucifix, each one of them showing him perform a different gesture according to the 
Modus Orandi (FIGs. 4.9-4.11). Similarly, in the book‘s illustrations the father of the 
Preachers is always represented praying in front of a crucifix, evincing a connection 
between the purposes of both pictorial programs. The theme of Saint Dominic praying in 
front of a crucifix is repeated two more times in the convents‘ pictorial program, this time 
by the hand of Fra Angelico: first in the cloister‘s entrance and secondly in the 
dormitory‘s corridor. As noted by William Hood, to better understand the relationship 
between these frescoes and its placement within the conventual building, one must first 
understand the importance of private space for a Dominican friar: the dormitory and the 
friar‘s cell provided the isolation needed for studying, praying and meditate - the way to 
follow saint Dominic‘s path. Additionally, in a Dominican convent the library should be 
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easily accessible from the dormitory.  Thus, by encountering these frescoes in their way to 
pray or study, the novices were faced by their greatest example – Saint Dominic – 
reinforcing what they probably had already read in De modus Orandi
650
.  
In turn, the frescoes on the cleric‘s cells in the east corridor, part of Fra Angelico‘s 
undertaking, represent biblical scenes in which a Dominican historical figure - usually 
Saint Dominic, Saint Peter Martin or Saint Thomas Aquinas -, prays on the outside 
(FIGs. 4.12; 4.13). Once more these figures‘ gestures resemble the ones suggested in the 
Modus orandi. For Hood, this images are also meant to be a stimulus for a life according 
to the great models of the Dominican Order (Dominic, Peter Martin and Thomas 
Aquinas) representing the meditations which those models used to do on the texts of 
sacred history as preparation for preaching
651
. The north corridor, however, presents eight 
cells with simple representations of scenes from Christ‘s life. The absence of role models 
in this scenes led Hood to suggest that those could be the cells destined to guests or lay 
brothers (or conversi), since preaching and study was not among their duties
652
.  
Cells ten and eleven, the last two of twenty cells in the east corridor, present a 
special case, since they were once connected through an arch opening according to the 
findings of a restoration campaign at San Marco. A fresco at cell eleven shows the Virgin 
and the child accompanied by Saint Dominic and a bishop, probably Saint Augustine, 
both holding texts, the Rule of Saint Augustine and the Dominican Constitutions, 
respectively. Cell ten, in turn, holds a fresco of the Purification of the Virgin where Saint 
Peter Martyr kneels with his right hand opened and slightly extended. According to 
Hood‘s interpretation, the Saint‘s gesture resembles the fourth mode of the modus orandi 
representing the position used by Saint Dominic to pray for the novices and friars
653
. The 
peculiarities of this double cell along with the character of the themes represented in Fra 
Angelico‘s frescoes – the two main texts of the Dominican Order and the care for the 
novices and friars -, led Hood to suggest that this cell might have been destined to the 
Prior. The frescoes would serve as inspiration for his duty as the community leader
654
. 
                                                 
650
 Hood, ‗Fra Angelico at San Marco: Art and the Liturgy of Cloistered Life‘, 120–22. 
651
 According to Hood, in cell 3, Saint Peter Martin‘s gesture standing outside the Annunciation scene, 
could mean, according to the fifth mode of the modus orandi, that the saint is meditating about the 
Annunciation in order to be worthy of preaching about it. (Hood, ‗Saint Dominic‘s Manners of Praying‘, 
201). 
652
 Hood, ‗Fra Angelico at San Marco: Art and the Liturgy of Cloistered Life‘, 127. 
653
 Hood, ‗Saint Dominic‘s Manners of Praying‘, 204. 
654
 Hood, 204. 
 137 
 
For Hood, Fra Angelico‘s undertaking in the rest of the conventual complex 
follows the same language. In the chapter-house, a crucifixion scene (c. 1440) (FIG. 4.14) 
is witnessed on one side by biblical figures and the patron saints of the convent, and in the 
other by more recent personalities connected to the monastic reform
655
. At the bottom, the 
scene is closed by portraits of figures of the order connected through two branches 
blossoming from Saint Dominic in resemblance to the Santa Maria Novella‘s Tree (FIG. 
4.7). The function of the chapter-house was both liturgical and administrative. It hosted 
daily activities such as readings from the Rule and Constitutions, or from the Gospels and 
martyrology, prayers for benefactors, and chapter faults. It was also the place for the 
reception and profession of the novices and for annual ceremonies like the Washing of the 
Feet and the recreation of Prime and Terce on Good Friday. It also held the realization of 
provincial (and sometimes general) chapters and business meetings, such as negotiations 
on contracts and donations
656
. According to Humbert of Romans it was also the place to 
which important lay visitors should be taken upon arriving at the convent
657
. Just like the 
other orders, Dominican chapter-houses were expected to have a crucifix or an image of 
the Crucifixion, according to the Dominican Ordinarium for the ceremonies of the 
Mandatum and the blessing of itinerant friars. Frescoes depicting the crucifixion, facing 
the entrance like the one from San Marco, can also be seen at San Domenico of Pistoia (c. 
1275-80), Bevagna and Prato (fourteenth century), Santa Maria Novella (c. 1366-8) and 
S. Niccolò at Treviso (mid-thirteenth century)
658
. Studies on the decorative programs of 
central Italian chapter-houses in relation to the functionality of that space
659
 have revealed 
the correspondence between the paintings and the orders aspirations and sometimes the 
interest of lay donors
660
. 
At San Marco, the Prior would have placed himself bellow the fresco depicting 
Christ and authoritarian figures of the order‘s history, which could potentially reinforce 
                                                 
655
 Hood, ‗Fra Angelico at San Marco: Art and the Liturgy of Cloistered Life‘, 114–15. 
656
 Cannon, Religious Poverty, Visual Riches, 187. 
657
 Romans, Opera de Vita Regulari, 277, referenced in Cannon, Religious Poverty, Visual Riches, 187. 
658
 Cannon, Religious Poverty, Visual Riches, 187. 
659
 Julian Gardner, ―Andrea di Bonaiuto and the Chapterhouse Frescoes in Santa Maria Novella‖, in Art 
History 2 (1979): 107-38; Miklós Boskovits, ―Insegnare per immagini: dipinti e sculture nelle sale 
capitolari‖, in Arte Cristiana 78 (1990): 123-42; Max Seidel, ―Die Fresken des Ambrogio Lorenzetti in S. 
Agostino‖, in Mitteilungen des Kunsthistorischen Institutes in Florenz 22 (1978): 185-252; and Heidrun 
Stein-Kecks, Der Kapitelsaal in der mittelalterlichen Klosterbaukunst: Studien zu den Bilprogrammen. 
(Munich, 2004). 
660
 This happened since the space began to be used for lay commemorations and burials. Santa Maria 
Novella‘s chapter-house, also known as Spanish Chapel is an early example of that, being the burial place of 
its patron Buonamico di Lapo Guidalotti (d. 1355). Notable programs can also be found among the 
Franciscans and Augustines (Cannon, 187).  
138 
 
his authority as their representative at the convent. The friars, disposed hierarchically, 
listened to sermons and readings of the Rule and Constitutions and proclaimed their faults 
which could lead to public penitence. At the top wall of the room, the fresco depicting the 
authoritative figures of the order along with the suffering of Christ was deeply connected 
to the function of the space. Cyril Gerbron uses this fresco as an example of the 
speculative function of these kinds of images; moral edification through the examples of 
important figures of the sacred history and the founders of the order was, according to 
Gerbron‘s approach, the main role of these artworks661.  
As pointed out by William Hood, artworks displayed in the conventual space had 
different functions according their audience. The frescoes on the dormitory were faced by 
the friars individually, inspiring them to work hard in favour of the Preachers‘ major 
mission on earth. In turn, the sacra conversatione placed in the east corridor of the 
dormitory seems to have been meant to be seen collectively while the friars assembled to 
say the night Office of the Virgin (FIG. 4.15)
662
. The fresco by Fra Angelico (Madonna 
delle Ombre, c. 1450) displayed the enthroned Virgin accompanied by the patron saints of 
the convent (Saint Cosmas and Saint Damien, the patron saints of the Medici), San 
Lorenzo (in allusion to Lorenzo de Medici), Saint Mark (the convent‘s dedicatee), the 
Dominicans Dominic, Peter Martyr and Thomas Aquinas, and finally John the Evangelist. 
The artwork is a conversation between the saints representing the particular history of the 
convent and the major saints of the order. The friars gathered there for the Virgin‘s office 
acknowledging not only the image of the Virgin but also of their most notorious 
predecessors. Moreover, this fresco carries an inscription particularly significant for an 
observant community: Saint Dominic‘s book bears the words attributed by Humbert de 
Romans to Saint Dominic regarding the cursing of whomever would bring private 
possession to the order - ―I call the curse of God and mine on those who introduce 
possessions in this order‖ 663. As mentioned by Cyril Gerbron some authors doubted the 
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authenticity of Dominic‘s cursing, and others, like the Italian reformer Giovanni Dominici 
relied on it to justify their attacks against private possessions within the order
664
. As 
demonstrated by Raymond Creytens, its authenticity was a debate between conventuals 
and observants as property was a source of contention between the two branches
665
.  
In turn, images displayed in public spaces, like the chapter-house or the 
conventual church were meant to speak to a broader audience including not only the 
community but also the laity
666
. As already mentioned, paintings in conventual churches 
had to, most of the times, pay homage to the convent‘s patrons depicting saints that could 
have no devotional significance to the friars. However, they were usually accompanied by 
the main figure of the Virgin, the order‘s saints and a multiplication of panels that 
permitted to focus on other themes like the order‘s genealogy and authority667. San 
Marco‘s altarpiece, Madonna and the Saints (FIG. 4.16), repeats the theme of the 
Madonna delle Ombre in a more complex composition that sums up the convents‘ 
particular history, along with the order‘s claims.  The piece commissioned by Cosimo de 
Medici around 1438 gathers again the convent‘s patrons and the order‘s saints in a sacra 
conversatione, while the panels on the predella centre on episodes from the lives of Saint 
Cosmas and Saint Damien, the Medici patrons. Eight pilaster panels bring the focus back 
to the Dominican friars showing Saint Dominic, Saint Vincent Ferrer and Saint Thomas 
Aquinas along with an homage to monasticism through the representation notorious 
figures of the most ancient orders like Saint Bernard, Saint Romuald and Saint Anthony 
the Abbot, the father of all monks. The presence of the Dominicans among the fathers of 
monasticism reinforces the order‘s authority and subsequently the observant branch 
legitimacy as the true representatives of the old traditions. 
Outside Italy, studies concerning the use of art in observant friaries are scarce, 
namely in what concerns the Iberian Peninsula and particularly Portugal where none has 
been done in this regard. The work of Diana Lucía Gomez-Chacón on the iconographical 
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program of the convent of Santa Maria Real de Nieva (Segovia, Castile) shows how art 
has been employed by the observants to serve their reformative purpose
668
. This can be 
seen, for instance, in what was once the friar‘s choir, where an unusual scene depicts 
conventuals and observants sharing the same space – an usual situation in the beginning 
of the fifteenth century. For Lucía Gomez-Chacón this was part of the effort to alert both 
friars and novices about the spiritual crisis within the order and encourage the observance 
of the Constitutions
669
. Lucía Gomez-Chacón also points to the use of a preaching scene 
in a capital of the north gallery in which a Dominican friar speaks to an audience from a 
pulpit. This was a popular theme among the observants and can be seen, for instance, in 
the altarpiece made by Fra Angelico for the nunnery of Saint Peter Martyr in Florence (c. 
1427-28), in which Saint Peter Martyr speaks to a group of women from a pulpit
670
. 
However, the theme is not exclusive to the observance as it can be seen also in other 
instances as happen in the Spanish Chapel of Santa Maria Novella, where Saint Peter 
Martyr can once more be seen in the act of preaching
671
. As already mentioned, in the 
fifteenth century preaching was seen as a saintly practice
672
 becoming an increasingly 
popular theme in Christian art. Similarly to what would happen at the end of the fifteenth 
century with the Dominican Savonarola, during the first half of the century, the 
Franciscan Bernardino of Siena and his school attracted even more audience then the 
founders of its order which is reflected in the painting Bernardino Preaching in the Pizza 
del Campo in Siena by Sano di Pietro (1448). The painting depicts Bernardino preaching 




As for the Portuguese scenario, studies regarding Dominican friaries are extremely 
scarce, except in what concerns the monumental monastery of Santa Maria da Vitória in 
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Batalha, founded in 1388
674
. As happens with the majority of medieval conventual 
buildings, Santa Maria da Vitória suffered profound alterations throughout the centuries 
which hamper the analysis of the primitive quarters. Despite that, through mentions on 
surviving documents, it is possible to have a very slight glimpse of the artworks 
distributed around the complex, mainly from the fifteenth century onwards. Santa Maria 
da Vitória was founded by King João I as a commemoration of his victory against Castile, 
in Aljubarrota, and given to the Dominicans in account of their proximity to the monarch. 
The convent would never be reformed under the Observance, and by João I request, 
would be granted the right of owning property by Pope Boniface IX since 1391
675
. The 
monarch‘s patronage towards the community would mirror this departure from the 
mendicant vow of poverty as can be seen by the fifteenth silver statues of saints supplied 
by the King for the conventual church. Along with the statues the King would also 
provide a treasure containing several liturgical items, also in silver, in order to furnish the 
church‘s chapels676. According to Garcia de Resende´s description of the church in the 
Chronicle of the King João II, the primitive high-altar was also furbished with a silver 
retable
677
. The royal patronage would continue through the next centuries resulting on 
wealthy additions to the conventual complex. Despite that, as happened in the previous 
examples in which wealthy patronage also played a major role on the content of the 
artworks displayed in Dominican conventual buildings, it is possible to see, also here, 
how images were used in the service of the Dominican main ideals and spirituality.  
In its primitive configuration, the chapter-house was adorned with sculptures 
representing two pairs of Dominican friars holding open books along with an image of the 
Virgin Mary, as if signalling the place in which readings were held
678
. Around 1514, that 
space would receive a fresco of the Crucifixion – as common in other convents -
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commissioned by King Manuel I. However, in Santa Maria da Vitória‘s case, this room 
seems to have not served its purpose until 1517 since, up to this date, the friars used to 
hold the chapter in Santa Maria a Velha, an adjacent church built to serve those working 
on the main building‘s construction during the first years of the community679.  
Two other frescoes, this time close to the refectory, seem to have been made in the 
same period. The frescoes, depicting Saint Paul and Saint Jonh the Evangelist (FIGs. 4.38 
-4.39), were set near the place in which the friars used to wash their hands before the 
meals and wait for the call to the refectory
680
. While waiting, the friars were able to 
contemplate the frescoes deeply connected to two of the pillars of the Dominican Order: 
the power of conversion, represented through Saint Paul and the apostolate, embodied in 
Saint John‘s depiction as apostle and evangelist.  
The Dormitory, arranged in individual cells was, as customary close to the library 
in order to facilitate the friars‘ study. At the entrance, a chapel devoted to the Hours of the 
Virgin held the images of Mary and Saint Dominic. Similarly to what happened in San 
Marco, with the fresco of the Madonna delle Ombre, this place was destined to the saying 
of the Night Office of the Virgin, held by the friars in the Dormitory. The novices had 
their own dormitory, also provided with a chapel in which, according to an inventory of 
1823, stood a little retable depicting a crucifix
681
. Such image in the novices‘ dormitory 
evokes the frescoes of Saint Dominic praying before a crucifix at San Marco, connected, 
according to William Wood, to De Modus Orandi, read by the aspiring friars.  
The church‘s high-altar, previously provided with a silver retable, would receive a 
set of stained-glass windows commissioned by King Manuel I and finished in 1514
682
. As 
seen in previous examples, this commission mirrors the role of the patron in conventual 
art, expressed mainly in public quarters like the conventual church. Functioning as a 
retable
683
, the panels, partially lost today, mixed the history of the patron with the 
Dominican and sacred history, showing the royal family in prayer hampered by 
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Dominican Saints – Saint Dominic and Saint Peter Martyr -, along with the history of 






Dominican art was deeply marked by the order‘s aspirations before and after the 
age of observant reform. The Dominican mission on earth, as students and preachers 
destined to fight heresy and enlighten the laity in the true Christian values is a continuous 
theme in the decorative programs of their buildings. Their authority as heirs to the 
apostles - which received the wisdom from God and spread it throughout the Earth - is, 
therefore, also recurrent among the images conceived for their convents. This authority is 
claimed through the depiction of the founder Dominic, Saint Thomas Aquinas - doctor of 
the Church, and symbol of Dominican doctrinal aspiration -, and the martyr Peter of 
Verona (Saint Peter Martyr), side to side with holly figures like the Virgin and Christ or 
the apostles, usually represented by John the Evangelist holding the scriptures. The 
Virgin, seen by the Dominicans as their protectress, is a constant image within their 
convents either to evoke the friars‘ reverence or to give them authority in the eyes of the 
laity and their peers when placed in public spaces like the high altar of the conventual 
church. The specular function of this images – to use Cyril Gerbron‘s concept -, is also 
present in Dominican art before the observance as shown by the Modus Orandi and the 
representations of illustrious friars in the fourteenth-century Chiostro Verde of Santa 
Maria Novella. Thus, the use of image as a tool to educate the noviciate seems to come 
from the early days of the order as the Modus Orandi dates from the mid thirteenth 
century, and moral-edificatory images use to inspire the fourteenth-century friars of Santa 
Maria Novella to follow their virtuous predecessors when passing by the Chiostro Verde. 
In order to legitimate their new branch, Observants felt the necessity to deepen the 
claims of authority in their art. Being a recent order, Dominicans always seem to have felt 
the need to legitimate their order and their vow of poverty; thus, the observants, as a new 
branch of a recent order, felt the need to identify themselves as the true heirs of Dominic 
increasing the representations of the founder and the episodes of his life in their art. It is 
also possible to see representations of their three main saints (Dominic, Peter Martyr and 
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Thomas Aquinas) among the fathers of early monasticism in order to claim them as 
revivers of the golden days of the first monastic orders. In the cloistered space the use of 
images as spectra seem also to have been enhanced in observant houses like San Marco in 
which the cells frescoes, inspired in the De Modus Orandi according to William Hood, 
reminded the friars of their aspirations. Observants made use of images not only to claim 
for authority among their peers and the laity but also to keep the values of observance 
among their friars. These values were the ones that shaped the order from the beginning 
maintaining the continuity of the themes represented both before and after the reform – 
such as the importance of study or preaching and maintaining the vow of poverty. This 
meant, thus, to keep the friars close to their ancestors and the order‘s past evoking it 
through images spread throughout the conventual space.  
Next I will try to analyse what happened in the case of liturgical books‘ decoration 
– did it have the same goals and themes as artworks displayed on conventual buildings? 
What were the regulations about the use of image and ornament on liturgical books? 
 
 
2.2. Books for friars: Image and ornament in Dominican liturgical books 
 
2.2.1 Local trends vs. the Dominican normative 
 
As mentioned previously, in its early days the use of art in the Dominican Order 
was restrained by both their financial situation and the need to avoid critiques from other 
orders and please their supporters. Primitive legislation on the use of image and 
ornamentation had the upholding of poverty as its main concern and it was cast in an 
environment in which religious orders had a critical attitude towards the use of art. 
Nevertheless with the approaching of the fourteenth century one can see the Preachers 
opening the way to sumptuous buildings and great art commissions connected to the 
legitimization of the Order‘s mission and history among its members, the other orders and 
the laity. The order‘s schism during the observant reforms led to an accentuation of the 
use of themes connected to the reinforcement of the observants‘ authority and their 
mission of revitalizing the old traditions. However, what happened regarding the use of 
image and ornament in liturgical books?  
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Among other things, the General Chapter of 1239 banned the use of gold letters in 
books
685
. Still in the thirteenth century, Humbert of Romans wrote a few considerations 
on the ornamentation of books highlighting the supremacy of the text over aesthetics 
(pulchritudo) which he characterised as a puerile quality
686
. To make his point he quotes 
the words of Saint Jerome who preferred poor and corrected (emendatos) books rather 
then the beautiful (pulchros) ones
687
. However, liturgical books had a different status as 
they were seen by Humbert as part of the liturgical performance and, therefore, had to be 
in accordance with the other church ornaments
688
.    
In these books basic decorations had functional reasons connected to the 
identification of the different feasts, the various liturgical hours and its different 
sections
689
. Especially in choir-books, meant to be seen at distance, letter decoration could 
be of extreme importance for the guidance of the reader
690
. Decorative programs could go 
from plain painted initials alternating between two colours (usually red and blue) - 
sometimes with the addition of penwork-filigreed ornaments -, to painted initials with 
vegetative motifs, and finally inhabited initials (containing painted scenes inside). Some 
volumes could contain several typologies (or even all of them) distributed  hieratically 
throughout the book
691
; the inhabited initials, usually depicting a scene connected to the 
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liturgical moment they signal, are the highest in this hierarchy, therefore signalling the 
most solemn moments of the liturgical year. From the fifteenth century on it is also 
possible to find cadelée initials drawn with the same ink of the text, usually signalling the 
first letter of a verse.  
Liturgical books can also present decorations outside the initials, usually at the 
margins. Until the fifteenth century, the margins used to be populated by little scenes or 
isolated drawings – usually known as drolleries - not always connected with the text and, 
sometimes, bearing moral messages to the reader
692
. In the fifteenth century some order is 
introduced in the manuscript page, leading to the separation of these drolleries from the 
text, confining them in a duly limited margin. These margins, which can be fully painted, 
especially in the case of Flemish and Italian manuscripts from the last quarter of the 
fifteenth-century onwards, are rare in liturgical manuscripts. When present, they are 
connected to the most important feasts of the liturgical year. Even less common are the 
fully painted pages popularized in the late-Middle Ages through the Books of Hours. 
As already mentioned, the General Chapter of 1239 banned the use of gold letters 
in books and Humbert of Romans himself, despite defending the textual content of a book 
over his appearance, saw liturgical books as ecclesiastical objects to which he admitted 
the importance of beauty. The Dominican codex Santa Sabina XIV L 1, dated from the 
period 1254-56, being a prototype made to guide the order in its liturgy, provides an 
interesting example for what the order found acceptable regarding liturgical books‘ 
decoration. However, Marie-Thérèse Gousset, who studied the prototype decoration, 
found it deeply connected with the Parisian production of the thirteen century
693
. For 
Gousset, Santa Sabina XIV L 1 is not a luxurious manuscript; its decoration respects the 
simplicity and poverty sought by the Dominican Order as it is mostly composed by 
penwork-filigreed initials and shows little use of painted decoration and gold
694
. 
However, this seems to be more a consequence of regional use then of normative, as the 
manuscript style resembles other contemporary volumes made in Paris at the time.  
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The opening folio presents a full page quadrangle containing pictures in the 
corners (FIG. 4.17): in the lower corners two haloed Dominicans whose iconography 
does not permit identifications are believed to be Saint Dominic, canonised in 1234 and 
Saint Peter Martyr, canonised in 1253
695
. In the upper right corner lays a depiction of the 
Virgin Mary, holding her book of prayers in the left hand and resting his right hand at her 
chest. In the upper left, a picture of Archangel Gabriel completes the Annunciation scene; 
between the two lies the inscription ―Ave Maria Gratia Plena: Dnus Tecum: Benedicta tu 
in Mulieribus: Benedict[us]‖. Around the border there is a legend: ― Ecclesiasticum 
officium secundum ordinem Fratrum Praedicatorum, in hoc volumine per quatuordecim 
libros distinctum hoc ordine continetur
696‖. The interior of the quadrangle lists the 
fourteen books contained in the volume, functioning as a table of contents. Framing the 
quadrangle, the pictures and the inscriptions, are filaments traced in red and blue. This 
front folio – the most decorated in the entire volume – bears the importance of opening 
the guide for the Dominican liturgical books. The pictures, as mentioned by Gousset, 
represent both the receptors of the book and users of the liturgy contained in it (through 
the representation of two Dominicans, probably their two main saints), and their 
protectress, the Virgin Mary. According to Gousset, despite the popularity of the 
Annunciation in the iconography and literature of the thirteenth century, the choice of this 
theme for the opening of a book like this can be linked to the use of the theme as a brand 
of the Dominican Order
697
. Moreover, the seal used by the Provincials of France during 
the thirteenth century represented also the Annunciation
698
. 
As mentioned before, despite in accordance with the ornamental restrains of the 
Preachers, and symbolically connected to the Order‘s history, the decoration choices 
presented in this volume mirror the Parisian production of the thirteen century. The colour 
pallet is also in synch with the contemporary Parisian trends in book illumination (dark 
ultramarine blue, orange, dark brown, white and black)
699
. Moreover, through comparison 
with other illuminated books, Gousset, based on previous work done by R. Branner, 
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attributes the decoration work to lay Parisian artisans
700
. Additionally, the work of 
Eleanor Giraud on the production of liturgical books in the convent of Saint Jacques 
following the reform of the Dominican liturgy in 1256, shows that the majority of the 
writing work was completed by lay scribes under the supervision of a friar
701
. 
There was also a portable prototype made to be carried by the General Master 
during its travels throughout the provinces, dated to ca. 1270. This volume survived and it 
is held today by the British Library (ms. Add. 23935). Contrary to the bigger volume, this 
one has a prolific decoration enforced by some additions in ink and gold made in the 
fourteenth century both at the beginning and at the ending of the book.  The additions 
consist of elegant filigrees attributed to Jaquet Maci at the end of his career, presumably 
in the period 1350-60
702
. The rest of the decoration consists of 23 inhabited initials and 
penwork-filigreed initials, the latter being very similar to the ones in the Santa Sabina-
prototype. The work has also been attributed by R. Branner to lay Parisian artisans: two 
responsible for the inhabited initials - a A-hand presumably, once more, close to the 
atelier Johannes Gruch, a B-hand found also in the ms. lat. 17326 of the National Library 
of Paris -, and two or three responsible for the penwork-filigree
703
. Thus, the atelier 
Johannes Gruch seems to be involved in the production of both volumes. As mentioned 
by Gousset, the ms. Lewis 158 of the Free Library of Philadelphia, a Missal of Dominican 
usage, which decoration was attributed to the same artist responsible for the ms. lat 11544 
of the National Library of Paris - a Glossed Bible from Saint-Maur-des Fossés -, seems 
also to have come from the Gruch group
704
. It is also interesting to note that the 
decoration of a few Dominican manuscripts previous to the Santa Sabina-prototype 
quickly analysed by Gousset in her paper, also seem to be connected with regional 
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 reinforcing the idea of the main role assumed by production environment over 
Dominican normative in book decoration.   
Some Dominican liturgical books from the late thirteen to the fourteenth centuries 
that have survived until today can help shed some light into the question around early 
Dominican book decoration. For instance, a group of Santa Maria Novela‘s choir-books 
made before Saint Thomas Aquinas canonization (1324) and the entering of the Office of 
Corpus Christi in the Dominican liturgy (1323) show no constraints on the use of gold 
and a vast use of painted scenes in inhabited initials
706
. Almost all of the first responsories 
of the first nocturne of each feast open with an inhabited initial containing a scene related 
to the feast
707. However, Santa Maria Novela‘s Necrology records no illuminators before 
the fifteenth century
708
. Having no documentation on the production of the books, Stefano 
Orlandi seems to believe them to be a result of the work of local Florentine artisans
709
.  
Besides decoration, the liturgical content also seems to contain some discrepancies 
when compared with the prototype. Some Santa Maria Novella‘s books, such as a 
Pulpitary (a book to be placed in the pulpit, in the middle of the choir), shows the 
presence of some local devotions not contained in the official Dominican Office: a 
sequence for the feast of Saint Agnes and the tractus Beati Gregorii pape: Quasi stella 
matutina
710
. Santa Maria Novela‘s Necrology seems to offer an explanation to this 
informing that Fra Jacopo da Monte Carelli (d. 1289) had a great devotion to Saint Agnes 
celebrating his feast with the help of the community
711
. In the same way it is recorded that 




A group of twenty-two Dominican choir-books from the Convent of San 
Domenico di Perugia held by the Biblioteca Comunale Augusta also provide some 
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interesting exemplars of the use of image and ornament in liturgical books from the end 
of the thirteenth to the first quarter of the fourteenth century. All the books show the 
recurrent use of gold in capital letters and ornaments
713
, and some of the books from the 
end of the thirteen century possess initials inhabited with painted scenes for almost all the 
feasts
714
. The books dated from the beginning of the fourteenth century show less 
inhabited initials, with those bearing, however, lavishly painted scenes. They also show 




Some of the books are mentioned in an inventory from 1430 but not in the 
successive ones from 1458 e 1463, respectively
716
. This, and the fact that the conventual 
chronicle of San Domino di Perugia only references the production of fourteen books in 
the beginning of the fourteenth century
717
, makes scholars propose different origins to the 
previous books. It was suggest that those could have belonged to the first series of 
liturgical books from San Domenico di Perugia – before the building of the greater church 
in 1304, which could have demanded more sumptuous books to go according to the 
increasing power of the Dominicans in that territory
718
-; it was also suggested that the 
books could have come from the convent of San Domenico in Spoleto since three of them 
bear possession marks from the mentioned convent
719
.  
 The collection of twenty-seven choir-books from San Domenico di Bologna made 
in the first quarter of the thirteenth century and now preserved in the convent‘s library, 
also shows a lavish decoration with the use of gold connected to regional trends
720
. The 
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decorations have been attributed to six local masters and mirror the characteristics of the 
Bolognese religious miniature of the time
721
. Especially in the works of the Quinto 
Maestro di San Domenico the miniature resembles the compositions of the contemporary 
panel painting, showing an adherence to Giotto‘s models722. In sum, the use of image and 
ornaments in liturgical books seems to have been connected to the importance of the 
liturgical performances they served, as these books were presented with a degree of 
lavishness absent in the majority of the books destined for study. However, it seems that 
there were no guidelines for the type of decorations recommended for such volumes; a 
great variety depending on the liturgical time encompassed by each book (books 
containing feasts of higher importance tend to be more decorated), economic conditions 
of the community to which they belonged, and regional trends seem to have defined the 
decorative programs of Dominican liturgical books. 
 
 
2.2.2. Choosing images: The use of image in Dominican liturgical books 
   
 It has already been shown that both type and quantity of decoration on Dominican 
liturgical books were not under any general guidelines dictated by the order, being 
defined by other factors like the liturgical importance of the content of each book, local 
artistic trends and the economic situation of the community. Despite that, the content of 
the scenes chose to decorate this kind of books is yet to be analysed: What were the 
images selected by the Dominicans to be depicted in their liturgical books? Regardless of 
the different artistic trends that marked regional productions, was there a prevalence of 
some themes above others? And if so, do they change in the books made for and by 
observant communities?  
 Following the two major divisive categories in the content of liturgical books – the 
temporale (the round of services through the year) and the santorale (the services for the 
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 -, the type of scenes depicted in these volumes also depend on the services they 
accompany. In the santorale, containing the saint‘s feasts throughout the liturgical year, 
some feasts appear accompanied by a portrait or a scene referring to the life of each saint. 
For instance, in the case of the books for the choir, the scenes related to the saints - 
usually appearing only at the opening of the feast -, can continue over the different choral 
sections that compose the feast, depending on the importance of the saint for the order. As 
mentioned before, some scenes can also be presented in the margins, unframed, or in 
medallions. The second major type of scenes seen in liturgical books is related to the 
feasts of the Lord, contained in the volumes dedicated to the temporale.  Regarding 
quantity, these follow the same scheme of hierarchical importance of the santorale 
scenes, depending on the importance of the feast within both the order and the liturgical 
year. As would be expected, in the Dominican context the saints of the order and the feats 
of the Virgin Mary – the order‘s protectress - are among the most decorated feats. Saint 
Dominic, Saint Peter Martyr and Saint Thomas Aquinas are the most represented both in 
portraits and in life scenes that highlight important moments of their mission and 
represent the order‘s aspirations – similarly to what happened in previously analysed 
artworks. However, due to space constrains, scenes presented in book illumination are 
usually simpler then the ones in painted panels and frescoes, functioning more as a 
reminder of the sacred moments they represent, well known to the friars beholding them.  
Images of Saint Dominic appear usually more then once decorating the saint‘s 
feast. Sometimes, just as in an early-fourteenth-century antiphonary of the temporale from 
San Domenico of Bologna
724
, the image of the founder appears close to other scenes 
related to the Dominican mission. In this antiphonary, a medallion of the founder 
accompanies an initial inhabited with the scene of Christ blessing an apostle; as 
mentioned many times, Saint Dominic himself and his order were mainly dedicated to the 
apostolate. In the same way, in the Pentecost feast
725
 the antiphon Veni Sancte Spiritus 
opens with the scene of Saint Dominic invoking the Holy Spirit, the knowledge that led 
the apostles into their mission of spreading the word of God. In these two cases, Dominic 
is represented like an apostle, or an intermediary between God and the people, in allusion 
to the main mission of its order. As pointed by Joanna Cannon
726
 Dominic‘s role as 
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intermediary between God and the Earth is represented in greatness in a choir-book from 
San Domenico of Perugia through a full-page initial, in which Saint Dominic invites 
people for the table of the Lord, opening the feast of Saint Dominic (FIG. 4.18)
 727
. The 
lavish composition shows Christ seating alone while Dominic, facing a group of people 
standing near the table, points with the right hand to the feast inviting them to take the 
apostles‘ place. Meanwhile, the saint‘s left hand points to the sky as if showing the way to 
heaven.  
The role of the Dominicans as heirs to the apostles is also represented in several 
books by Dominic‘s reception of the staff and the book from Saint Peter and Saint Paul 
(symbolizing the mission of teaching and itinerant preaching)
728
, a scene made popular by 
the iconography in the Arc of Saint Dominic (1264-7)
729
. The scene appears at least in 









. The Saint is also shown in the act of preaching to a 
group of people in at least two antiphonaries, at the opening of his feast (FIG. 4.19)
734
. 
An antiphonary of the temporale from the first quarter of the fourteenth century shows a 
Dominican teaching a group of students (lay and religious) at the opening of the Matins in 
Christmas vigil
735
 (FIG. 4.20). The theme can also be seen in a late-thirteen-century 
antiphonary from Santa Maria Novella
736
.   
More unusual scenes of Dominic‘s life are also represented in some choir-books 
like his birth, baptism and death, and the heavenly ladder seen by the saint at the time of 
his death
737
. In an Antiphonary of the Santorale from San Domenico of Bologna the feast 
of Saint Dominic opens with an initial inhabited by a divided scene that shows the saint at 
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the top and his birth and death at the bottom
738
. Another antiphonary of the santorale 
from Santa Maria Novella
739
 repeats the theme (FIG. 4.21) in the opening of the feast 
showing, at the top of the initial, the saint‘s birth and baptism and at the bottom, as 
already referred, the reception of the staff and the book from Saint Peter and Saint Paul. 
The two scenes, which together sum Dominic‘s apostolic destiny, are framed by the 
symbol of the four evangelists as to reinforce the connection of Dominic to the spreading 
of the word of God.  
It is also possible to see the depiction of Dominican friars kneeling on the outside 
of some sacred scenes as happens in a kyriale from Bologna which shows a friar kneeling, 
holding an open book, while contemplating a Trinity scene (FIG. 4.22)
740
. Similarly, two 
friars kneel above the scene of the Purification of the Virgin in the Corale B (antiphonary) 
from Santa Maria Novella
741
. The same reverence is also shown by the two friars kneeling 
at the Virgin‘s feet in the opening initial of the Office for the Common of the Virgins, in 
an antiphonary from Perugia (FIG. 4.23)
742
, and in the opening of the liturgical year in a 
Santa Maria Novella‘s antiphonary743.  In the latter, Saint Dominic and Saint Peter Martyr 
knell under a scene of the Annunciation while holding a scroll bearing texts from the 
Matins of the first week of Advent (presented in the following folios)
744
. Similarly to the 
fifteenth-century frescoes from San Marco‘s cells, these images could have been 
instigators of the friars‘ meditational work on sacred history, a task that would help them 
in their job as teachers and preachers.  
Three of the mentioned scenes also portray the Dominican reverence to the Virgin. 
Images of the Virgin are another common presence in early Dominican liturgical books – 
Joanna Cannon‘s analysis of the subject concluded that the Virgin appears more then a 
dozen times on the late thirteenth-century choir-books from San Domenico of Gubbio
745
. 
Mary‘s role as Dominican protectress is well depicted in the initial opening the antiphon 
for the first Vesper of the feast of Saint Dominic in which the Virgin is shown introducing 
Dominic to Christ above a group of people representing mankind (FIG. 4.24)
746
. The 
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scene is based on a story found predominantly in Dominican sources in which Mary begs 
Christ not to destruct humanity pointing Dominic and Francis as the ones that would help 
fixing mankind
747
. The intercessory role of the Virgin is also commonly shown through 
full or half-body representations of Mary with her hands held out
748
.  
Santa Maria Novella‘s late thirteenth-century choir-books show a group of scenes 
of the Virgin enthroned
749
 that have been connected to Duccio di Buoninsegna‘s Rucellai 
Madonna, commissioned in 1285 for the convent‘s church (FIG. 4.25). As the 
antiphonaries were being produced during the 1280s, Cannon suggests that Duccio‘s 
workshop could have also been responsible for some of the books‘ miniatures750. The 
connection between the miniatures and the painting are specially emphasised by the fact 
that the feast of the Assumption of the Virgin - a mystery dear to the friars of Santa Maria 
Novella and the theme of their high altar -, is signalled in Corale E, by a scene of the 
enthroned Virgin and the Child (resembling the Rucellai Madonna) (FIG. 4.26)
751
. In the 
majority of the choir-books from the Provincia Romana analysed by Cannon, the opening 
of the feast was signalled by scenes of the Assumption itself
752
. For Cannon this could be 
a consequence of the friars‘ desire to see an image of their devotion associated to a feast 
of major importance for the community
753
, which brings attention to the role of local 
devotions on the choice of images for liturgical books. 
Feasts regarding saints of special devotion for the Dominicans can also be 
privileged in what decoration is concerned. Before Thomas Aquinas‘ canonization in 
1323, the second most represented Dominican was Saint Peter Martyr, assassinated in 
1252 and canonized in 1253
754
. Other martyrs like Saint Catherine of Alexandria can also 
receive some developed decoration as happens in an antiphonary from Perugia in which 
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2.2.3. Images on liturgical books for Observant convents 
 
 Since the production of choir-books was a very expensive undertaking 
communities preferred to keep them updated by inserting new feasts rather then produce 
new ones. For that reason, since the renewal demanded by the standardization of 
Dominican liturgy in the mid thirteenth century, communities tended to keep the same 
books for centuries
756
. According to Cannon, the production of liturgical books in the 
Dominican convents of the Provincia Romana reached its lower levels between the later 
fourteenth and the fifteenth centuries
757
. New observant convents, however, had to 
produce sets of books for their liturgical activity as happened in San Domenico in Fiesole 
and San Marco in Florence. In this way, these two convents provide the majority of the 
fifteenth-century production of liturgical books in Central Italy. Due to the already 
mentioned absence of Dominican books from Portuguese friaries, the surviving books 
from Central Italy will be the main subject for the following analysis on the choice of 
images for liturgical books in the observant friaries. 
 Fra Angelico‘s work at San Domenico of Fiesole also contemplated book 
illumination. Two surviving books from the first half of the fifteenth century illustrate the 
work of the observant friar in its convent. A missal, today known as Missale di San 
Domenico (1425-1430)
758
 shows thirty illuminated initials opening the masses‘ introits 
for the saints‘ feasts. Similarly to what happens in the previously analysed books, Saint 
Dominic‘s feast takes precedence in the number of scenes, as those are not limited to the 
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opening of the feast continuing throughout the office. Accompanying the introit for Saint 
Dominic‘s mass - In medio ecclesiae -, a lavish decorated ―I‖ is surrounded by a set of 
scenes aimed to glorify the Dominican Order (FIG. 4.28)
759
. At the top of the page, Saint 
Dominic is shown in glory sustained by angels. Bellow, six medallions show busts of 
Saint Augustine, Saint Dominic, Saint Thomas Aquinas, Saint Peter Martyr and Saint 
Barnabas (the patron of the church along with Saint Dominic). The last and bigger 
medallion shows the meeting between Saint Dominic and Saint Francis, a theme that 
became increasingly recurrent in the painted lives of both Saints
760
.  The scene is based on 
the already mentioned tale on the Virgin‘s choice of Dominic and Francis as the ones to 
guide mankind to righteousness. In some versions the saints are shown embracing each 
other as they contemplate such a vision
761
. Contrary to what happened on San Domenico 
of Gubbio‘s antiphonary, here we can see a simpler depiction of the tale, showing not 
only Saint Dominic as the chosen one, but also Saint Francis. The simpler scene functions 
almost like a reference to the bigger legend certainly known by the friars using the book. 
A ―P‖, opening the versicle Pious Patter762, in the same feast, shows another portrait of 
Saint Dominic with his hands in a gesture that resembles, once again, the ones presented 
in De modus Orandi (FIG. 4.28)
763
. In a Gradual of San Marco illuminated in the period 
1453-54 by Zanobi Strozzi, it is possible to see another exaltation of Dominic‘s mission 
(FIG. 4. 29). 
The lavish decorated missal shows the use of golden letters in the first words of 
the Santorale, opening with the mass for the feast of Saint Andrew (FIG. 4.31). A ―D‖ 
inhabited by a scene showing The Calling of Saints Peter and Andrew opens the golden 
words Dominus seus mare vidit duos fratres
764
. Similarly, all the painted initials present 
the use of Gold as a background, which is specially accentuated in the introit for the mass 
of the Annunciation of the Virgin
765. In this case, a big ―R‖, painted in a vast golden 
background frames the scene (FIG. 4.32). The use of gold is also extended to the 
vegetative ornaments surrounding the initial.  
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 also believed to have come from San Domenico of Fiesole and 
attributed to Fra Angelico
767
 bears some remarkable miniatures connected to the liturgical 
feasts it contains
768
. One of them opens the feast of Saint Thomas Aquinas and shows a 
lecture by the Doctor resembling the compositions in the panels of San Marco‘s library 
(FIGs. 4.33; 4.3)
769
. In the choir-book,  the antiphon Felix Thomas, doctor ecclesiae, 
lumen mundi, opens with an ―F‖ inhabited by a scene of the Saint in cathedra which is 
complemented by an image in bas-de-page showing a group of nine men (lay and 
religious), seating in a bench, listening to the saint‘s lesson (FIG. 4.33)770. The margins 
are fully decorated with lavish vegetative motives which ennoble the opening of the feast.  
The panels at San Marco‘s library, as already explained, came in a line of representations 
of Saint Thomas Aquinas as the vehicle for God‘s wisdom on Earth, seen in Dominican 
art since the first quarter of the fourteenth century (FIGs. 4.1-4.3)
771
. While the choir-
book is believed to have been produced around 1442
772
, the panels, probably also made 
by Angelico, are estimated to have been crafted in the period 1440-50, which means they 
could have been a result of the same observant atmosphere of mid-fifteenth-century 
Florence. 
 A set of choir-books commissioned by Cosimo di Medici for San Marco as part of 
his patronage to the convent‘s renewal in the period between 1437 and 1444, reflects how 
the donor played an important part on the decorative programs of this kind of books
773
. 
Besides reflecting the main devotions of the Dominican Order
774
 this books are full of 
references to Cosimo de Medici, as happens with some of the already analysed panels 
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decorating the conventual buildings. Surviving registers concerning the commission
775
 
show that Zanobbi Strozzi made the figures while Filippo Matteo Toreli was responsible 
for the ornaments and the gilding, a work undertaken around 1446 and 1454
776
. The 
writing, in turn, was done by Dominican Friars such as Fra Giovanni di Santa Croce, Fra 
Gianni Guido Barbiere and Fra Benedetto del Mugello. 
 The Graduale delle Feste (Ms. 515) shows the Medici coat of arms in a medallion 
in the bas-de-page of the opening folio (FIG. 4.34)
777. San Marco‘s patron is also 
honoured in the opening for the feast of Saint John the Evangelist in which an inscription 
framing the image of the saint in the initial ―I‖ records Cosimo as the responsible for the 
conventual building and the commission of the choir-books
778
. Similarly, a gradual for the 
Saints‘ Feasts779 bears two inscriptions honouring Cosimo‘s deeds towards the 
Dominicans of San Marco. An inscription framing the image of Saint Peter (f. 35v.), 
almost illegible, records: ―…illustrisi… us vir ac man… a progenie cives cosimus‖780. The 
feast of Saint Mary Magdalene (f. 42) bears another inscription surrounding the figure of 
the saint showing the words: ―hoc sancti marci monasterium fiorentina 
aci…n…medico‖781. Cosimo is also remembered through the scene depicting Saint 




 In a collectar from San Marco, held by the Biblioteca Medicea Laurenziana,
783
 it 
is possible to see a fully golden page as the opening of the liturgical year (FIG. 4.34)
784
. 
On the golden background colourful vegetative motifs connect eight medallions 
distributed over the text‘s margins. On the left, three medallions contain the bust figures 
of Saint Dominic, Saint Thomas Aquinas and Saint Catherine of Siena; on the right, Saint 
Peter Martyr, Saint Vincent Ferrer and Saint Antoninus of Florence are represented in the 
same way. The bas-de-page – a prestigious place within a codex mise-en-page -, in turn, 
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presents a medallion containing the representation of the Virgin and the Child. Contrary 
to all the examples, the Virgin‘s medallion presents a different contouring in red and gold 
that detaches it from the rest of the fully painted page. The background is also different 
(yellow) from the one in the other medallions (blue). The Virgin, protector of the 
Dominicans, takes the main place among the main saints of the Order in this solemn 
opening of the liturgical year.  In an eighth medallion, lying at the top of the folio, one can 
see the christogram ―IHS‖, in reference to Christ.  
The representation of Saint Catherine of Siena and Saint Vincent Ferrer, 
canonized, respectively, in 1461 and 1459, places the production of the book outside the 
Medici commission. In turn, the image of Saint Antoninus (1389-1459) with a halo - an 
important figure of the Florentine observant reform, prior of San Marco (1439-44) and 
Archbishop of Florence from 1446 onwards -, raises some questions due to its absence in 
the collectar‘s santorale and calendar (fls. 1-7v.)785; Antoninus died in 1459 being 
canonized only in 1523 after a difficult and long process
786
. The Antiphonary 518 of the 
Medici commission, produced in 1447, twelve years before Antoninus death, presents an 
addition containing the solemnity for Blessed Antoninus (In solenitate beate Antonini 
arcebiscopi fiorentini) following Saint Dominic‘s feast. The saint is represented twice, 
first in the Dominican habit and secondly in the solemn episcopal dressing as happens in 
the collectar‘s medallion787. As vicar of the Observance, Antoninus was behind the 
rebuilding of San Marco becoming its prior, fact that can be behind an early 
representation of the Dominican as a saint. Moreover, despite the canonization date 
(1523), attempts to canonize Antoninus started in the late 1480s. In a letter from 1488, 
addressed to all the Princes and Petentatus of the Christendom, Secretary Bartolommeo 
Scala, on behalf of the Florentine Republic, tries to prove the existence of an early cult 
dedicated to Antoninus. The secretary reports how people used to go to the Archbishop‘s 
tomb in order to ask for guidance, receiving Antoninus‘ reward for their faith788. 
According to the registers, first reports on Antoninus‘ miracles started in the day of his 
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funeral and multiplied until the 1470s
789
. The proliferation of his sculpted image in the 
late fifteenth century also attests for the existence of this early cult
790
. In the early 
sixteenth century there are also testimonies of tabulae depicting Antoninus‘ miracles791. 
In this context, Antoninus depiction as a Saint on the opening folio of the collectar‘s 
santorale - despite the absence of an official feast in the Dominican calendar -, may have 
been a result of an early Florentine cult towards the archbishop.  
As seen through Antoninus early representation as a saint in San Marco‘s 
collectar, local devotions also played a role on the Dominican choice of images for 
liturgical books. Additionally, patron saints, as already seen by the representations of 
Saint Cosmas and Saint Damian (the Medici patron saints), in a gradual from San Marco, 
are also among the main miniatures of Dominican liturgical books. The feast of the 
church‘s devotee, Saint Mark, is also well signalled in the collectar‘s santorale by the 
depiction of a lion holding the scriptures, the evangelist‘s symbol (FIG. 4.36)792. Besides 
the feasts of the Lord, well signalled in the temporale by inhabited initials, the collectar‘s 
santorale shows the presence of painted scenes, very simple in their compositions, such 
as the representation of Saint Andrew (f. 81) - opening the santorale -, the main feasts of 
the Virgin‘s life (FIG. 4.37) - Purification, Annunciation, Assumption and Coronation - 
and the feast of the founder, Saint Dominic (f.108). 
As seen above, scenes decorating liturgical books tend to be much simpler in their 
composition then the ones on painted panels and frescoes. Thus, most of the times they 
resume to the saint‘s portrait or to simplified versions of his life‘s scenes. Expensive 
undertakings, like the set of books from San Domenico of Perugia or Cosimo de Medici‘s 
commission for San Marco of Florence, bear usually bigger painted initials opening the 
way to more complex scenes. In this scenes, usually connected to the feast of the 
Dominican main figures, such as Saint Dominic and Saint Thomas Aquinas, the tone is 
set to, as happens in monumental painting, glorify the Dominican Order and its main 
mission – to lead mankind on its way to God by study and itinerant preaching. Preaching 
scenes of Saint Dominic, scenes mirroring his role as intermediary between God and 
Earth, or depictions of Saint Thomas Aquinas as symbol of the doctrinal character of the 
order, are all examples of the use of image as mirror to the main Dominican mission. 
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From the late thirteenth-century until the mid-fifteenth, we can see this kind of images 
opening the feasts for the main Saints of the Order. The observant mission of getting back 
to the main fundaments of the order set by Dominic in the early days may have favoured 
the continuity and increment of this kind of images on liturgical books.  
Reverence to the Virgin is also present from the early sets of books to the ones 
produced for observant convents in the fifteenth century. Even in the books in which a 
bigger economy of the use of image can be attested, like San Marco‘s collectar, the feasts 
of the Virgin take precedence over another saint‘s feasts. As for the use of gold, forbidden 
in the Dominican books since the thirteenth century, it is possible to see that neither the 
first generations of Dominicans, nor the observants – committed to ensure the keeping of 
the vow of poverty -, relinquished its use on liturgical books. As happened with the sets of 
books from the thirteenth and the fourteenth centuries, Fra Angelico‘s missal shows the 
use of golden letters in the opening of its santorale and an extensive use of gold as 
background to the painted scenes. As shown by Humbert of Romans‘ writings, objects 
connected to the liturgical performance were expected to present a degree of lavishness 
that should be absent in books for studying
793
. 
Local variations also played a role on the images presented in Dominican 
liturgical books. We have seen how the existence of a donor played a role on the books‘ 
decoration especially in the case of Cosimo de Medici, honoured several times in the 
liturgical books he commissioned for San Marco. The convent‘s main patron was also 
remembered in the Fiesole‘s choir-books as seen by the presence of Saint Barnaba - the 
church‘s devotee, in honour of Barnaba degli Agli -, in the Fiesole‘s missal. In the same 
way, Saint Mark was also favoured in the books from the convent devoted to him. Local 
devotions also influenced liturgical books‘ decorative programs, as seen by the case of the 
connection of the Rucellai Madona - a panel in Santa Maria Novela‘s church - to the 
miniatures of the Virgin in the convent‘s books, and the early representation of a haloed 
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ART AND VISUAL CULTURE IN THE OBSERVANT DOMINICAN NUNNERIES: 




















1. The use of image in female convents: Autonomy and the cura monialium 
 
1.1. The role of image in the female piety  
 
Since the pioneering research of Jeffrey Hamburger on the role of images in the 
female piety, developed in the 1990s, much has been done in the study of the relationship 
between female monasticism and the production, patronage and reception of art
794
. 
Thanks to an approach centered on gender issues, the role of art in female monasticism is 
now a topic of increasing interest among scholars. Through his research, Hamburger has 
shown the importance of enclosure, the cura monialium and the Observant Reform in the 
study of female monastic art. The role of images in the nuns‘ devotion is also paramount 
for the understanding of artworks produced and commissioned by nuns, as according to 
Hamburger, visuality was a central part of the nuns‘ piety. The nuns‘ visual culture – fed 
by devotional imagery, texts and artworks surrounding the nuns before and after 
enclosure -, fueled their mystical experiences which, in turn, created new references for 
the nuns‘ artistic and literary expression. Especially in the case of the Dominicans, the 
distinct missions of the male and female branches were also behind a different use of 
image by both genders. While the male branch was centered on an apostolic mission - 
relying on images to promote that principle among the friars, and to legitimate the order 
among the ancient monastic tradition -, the female branch lived an enclosed and 
contemplative life in which visuality and mystical experience played a central role.  
Furthermore, nuns‘ Christocentric piety, deeply connected with their identification as 
sponsae Christi (brides of Christ), fostered the proliferation of bridal metaphors among 
their visual and textual expressions. Thus, the nuns‘ choice of artworks and the definition 
of their pictorial programs were deeply connected with their mission, their degree of 
segregation and their visual piety. As will be develop bellow, identity and communal 
memory (most of the times connected with local traditions), also played a crucial role in 
the choice of artworks by nuns.  
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However, the role of the cura monialium, cannot be underestimated in the study of 
female monastic art, as the nuns‘ care takers had a lot to say about the women‘s visual 
experiences, and were important mediators between them and the outside world. As will 
be addressed in the next topic, especially after the Observant Reform, the nuns‘ care 
takers fought to change women‘s relationship with devotional imagery as a way to soften 
their visionary experiences. These experiences of an individualistic character were seen as 
threats to male leadership as they represented unmediated contact with God. Moreover, 
female mystics‘ testimonies were passed onto other women and future generations 
instigating similar behaviors. The reformers tried to banish those testimonies rewriting 
accounts such as vitae and chronicles and promoting a candid kind of images, far from the 
ecstatic representations based on the visions of the mystics. In order to better control the 
nuns, the reformers sough to control their relationship with image. However, reformers 
were aware of the central place of imagery in female piety and, in accordance with the 
thirteenth-century Dominicans, continued valuing them as formative tools that could be 
used to instigate the values of reform. But despite theory, what happened in practice? 
What lied behind the choice of images for the nuns‘ convents? As enclosed women, what 
were the nuns‘ means to commission and produce their artworks?  
 
1.2. Dominican observants on the use of image in female convents 
 
1.2.1. Before the Observance: Henry Suso’s Exemplar 
 
 Jeffrey Hamburger‘s analysis of the writings of the Dominican Henry Suso (c. 
1295-1366) provides some insight into the way in which the Dominican Order saw the 
role of images in the context of the fourteenth-century devotional piety
795. Suso‘s 
Exemplar was casted as part of the fourteenth-century tradition of illustrated spiritual 
literature for the use of nuns, showcasing works of art as stimulants to visionary 
experiences. Besides being illustrated, the text is also furnished with very descriptive 
rituals which Hamburger refers to as ―verbal imagery‖796. Suso‘s text evinces how the 
Dominicans saw images as potential tools of catechism at least for the novitiate and the 
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laity. However, as pointed by Hamburger, Suso‘s approach to image can sometimes seem 
contradictory showing some ambivalence. Although he depicts himself as devote of the 
use of images, he recognizes, at the same time, that images are but a deceiving truth 
meant to picture the imageless. Images were therefore seen as aids for initiates in the 
lower stages of the mystical itinerary and discarded in the higher levels of the journey 
where mystical union occurred
797
. In his text Suso sets himself as an example, writing 
about his own relationship with devotional images in his early days as a friar
798
. Although 
not an advocate for the use of devotional imagery in general, Suso seems to have 
approved of the use of images as formative tools in the cura monialium providing his 
female audience with the example of his own path. 
 
 
1.2.2. After the Observance: From private experience to communitarian 
cult practice 
 
 The popularity of the biographies of female mystics in the fourteenth century was 
seen by the reformers as a threat to obedience among religious women. Devotional 
imagery associated with visions and miracles had become a central part of monastic life 
and its use to pursue mystical experiences was encouraged by the examples set in the texts 
of female mystics. These kinds of private experiences were seen by the reformers as 
dangerous since they were difficult to control among the nuns. They also contributed to 
promote the rising of female prophetesses who threatened male authority. Moreover, 
owning devotional imagery meant private possession which was condemned by the 
constitutions
799
. Thus, Observants fought to banish private mysticism by controlling the 
content of images allowed in female communities. They also produced many spiritual 
treatises and courses in which visionary experiences were set by their rules and guided by 
the images they chose. In a text from the convent of St Catherine, in Nuremberg, dating 
from the second half of the fifteenth century, an anonymous writer makes use of a theme, 
cherished among the nuns, to instruct them on a controlled mystical devotion – the 
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bedchamber of the Song of Songs when Christ intimately embraces the soul
800
. The 
referred text - Von Ihesus pettlein (The little bed of Jesus) -, promotes a less literal 
interpretation of the bridal metaphors and therefore, a more sober experience. In an 
attempt to better control the nuns‘ experience, the author provides also references to 
artworks – familiar to both him and the nuns - to be used as aids to the visionary 
journey
801
. As reformers were aware of the importance of devotional imagery in female 
piety, they tried to teach the nuns to pursue controlled visionary experiences while still 
respecting their devotions. 
 Reformers did not fight images; they tried to expurgate them of their revelatory 
powers and use them to set virtuosity among the nuns and the lay. An episode mentioned 
by the reformer Johannes Meyer (d. 1485), - author to the account on the reform of the 
Province of Teutonia (Buch der Reformacio Predigerordens, 1468) -, makes use of a 
rhetorical trick in order to teach the nuns on the importance of communal property and 
equality
802
: according to Meyer, the Dominican Conrad of Prussia presented the sisters of 
Schönensteinbach with little images of the Passion of the Lord in the day of their 
profession. Meyers‘ account goes on stating that the images, which were related but not 
equal, became the same by the force of a miracle. This story was based on a usual practice 
familiar to its audience, as it was customary for the nuns to receive a panel or a crucifix as 
consecration gifts
803
. Having edited several chronicles and vitae of female mystics, Meyer 
worked to soften or censure their visionary content and its relation to works of art in 
similar rhetorical ways
804
. Nevertheless, reformers did not try to banish art from the 
cloisters. On the contrary, as seen through Ubaldini‘s directory, they instigated the 
production of honest crafts such as weaving, embroidery, book writing and 
illumination
805
. Similarly, a letter sent by the Italian reformer Giovanni Dominici to the 
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nuns of Corpus Domini, in 1400, instigates the nuns to produce their own illuminated 
choir-books
806
. Thus, according to their writings , what reformers tried to do was to 
change the way nuns used and saw devotional imagery, since candid images capable of 
instigating the values of observance among the nuns were now valued over 
representations of ecstasy. In sum, they sought to encourage the use and production of a 
kind of image that would allow them to control female devotion. 
 In a similar way, Girolamo Savonarola took the reform of women as a central 
point of his campaign to reform Florence in the late-fifteenth century. He addressed many 
sermons and writings to both lay and religious women instigating them to follow his 
rigorous interpretation of the Observant Reform: while lay women were encouraged to 
live a life of modesty - throwing their vanities in the bonfires -, religious women were 
instigated to live a life of strict enclosure, ascetic practices and monastic poverty. Both 
groups of women were warned against the dangers of female mystics and prophetesses, 
whose experiences were repressed by the reformer and his followers and labelled as the 
work of the devil
807.  Savonarola‘s writings aimed at religious women reveal his views on 
the reform of female monastic life. In a letter addressed to Maddalena Pico (1495?) on 
occasion of her ingress in San Niccòlo in Prato, the reformer asks the future nun to 
embrace poverty in her monastic life. In his letter, Savonarola counsels the use of humble 
breviaries, without gold and ornaments, preferably printed and of communal use, and a 
simple devotional imagery:  
 
―El breviario sia di poco prezzo, di quelli di stampa, e senza carte dorate, o altro 
ornamenti, col signaculo non d‘oro, ma di cuoio, o di semplice filo, e se voi potessi 
fare senza breviario ancora sarebbe molto meglio, e dire l‘ufficio con l‘altre 
insieme, o da per voi, quando accabe, con qualche breviario che sia commune nel 
monasterio. È vostro libretti sieno corretti, ma non ornate, e poi che li avete 
adoperati riponeteli in comune. La cella vostra fate che sia tale che si possi lassare 
sempre aperta, etiam alli ladri. Non vi sia dentro se non quello a pena che è 
necessario: semplice letto, semplice studio, semplici figure; ogni cosa renda odore 
di povertate. El Bambino non sia trovi nella cella vostra, el quale oggi è fatto ídolo 
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dele monache, e spendono tanti danari nelli ornamenti soi, che arricchirebbono di 
molto poveri (…). Voi abbiate uno crucifisso, non d‘oro, nè d‘argento, nè tutto 
gentile e pulito, ma pietoso, el quale vi ecciti la mente a devozione e sia di poco 
prezo, acciò che facilmente, sendovi chiesto, lo possiate dare via.‖808  
 
 The reformers urge to control the close relationship nuns had with their devotional 
imagery – in which the baby Jesus hold a special place -, can be seen in Savonarola‘s 
warnings to the future nun against the sin of idolatry committed by the nuns towards the 
image of the ―Bambino‖. Instead, the future nun is to direct her devotion to a humble and 
cheap crucifix. As introduced above, private devotional imagery was in the root of many 
female mystical experiences which, according to the reformers, fomented individualistic 
behaviour and, therefore, threatened the sense of community that ought to prevail in the 
nunneries.  
 Reformers saw the use of image in the cura monialium as a way to disseminate 
models of sanctity to be followed by the nuns. As previously mentioned Tommaso 
Caffarini da Siena, who worked to promote the cult of Catherine of Siena in Venice, 
provided specific instructions on the saint‘s iconography as a way to increase the 
beholder‘s identification towards Catherine‘s depictions809. Saint Catherine‘s polyptych, 
believed to have been commissioned by Tommaso Caffarini for the nuns of Corpus 
Domini in Venice, provides an example of the use of a female saint to promote a virtuous 
behaviour among the nuns. According to Denise Zaru, the panel was intended to have the 
nuns as its audience, as it focuses on their mystical devotion, showing Saint Catherine 
accompanied by four blessed tertiary nuns. Similarly to what will be developed later by 
Fra Angelico at San Marco, the images in the predella show the way to reach God 
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2. Choosing Images - whose choice? Nuns’ role in the production and commission of 
art in the Dominican Nunneries 
 
2.1. Artistic Patronage within the enclosure 
 
After the previous exposition about the reformers‘ views on the use of image in the 
women‘s convents, it is important to try to understand how the patronage and production 
of art worked in the Dominican nunneries. 
First of all it should be noted that, with the exception of the third order
811
, these 
communities lived – at least theoretically -, under strict enclosure. This meant not only 
that the nuns were unable to access works of art outside the enclosure – which limited 
their visual culture -, but also that they needed intermediaries to hire artists to produce 
images for their convents. As shown in the second chapter, the friars could enter the nuns‘ 
enclosure only in specific occasions like when the eminent death of a nun called for the 
extreme unction, or when a severe ill sister was unable to reach the window to receive the 
communion.  So, the friars‘ mediation should occur through the grated window of the 
locutorium to which the observants later added an iron plate (sometimes more then one) 
in order to cease visual contact
812
. Juridical acts, such as contracts were also to be held 
through the locutorium as will be developed later.  
Neri di Bicci‘s Ricordanze813, a diary on the artist‘s commissions, reveals some 
interesting details about the dynamics between the female communities, their 
intermediaries and the artist in fifteenth-century Florence. Through Neri‘s testimonies it is 
possible to see various degrees of autonomy in the way nuns dealt with the commission of 
artworks, even between houses of the same order. Although no Dominican convent is 
mentioned in Neri‘s memories, the artist addresses enclosed communities from other 
orders such as Augustinians, Benedictines and Bridgettines. For instance, according to 
Neri‘s register, at the Benedictine convent of San Niccolò di Caffagio it was the 
community‘s procurator who was in charge of the negotiations over the commission of 
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. Another entry, this time regarding the commission of an altarpiece for the 
Benedictine convent of Santa Felictà in 1463/4, reveals that the Prior of the convent 
provided specific instructions on the artwork‘s composition leaving, however, some space 
for the nuns‘ wishes: ―(…) a seated Saintt Felicity with all seven of her sons standing in 
front of her and at her sides, and at the basis little stories about these saints or anything 
else they [the nuns] would like‖815.  
Other documents, besides only showing a male figure in control of the negotiations, 
bear also some signs of the nuns‘ voice in the background. This is probably the case of a 
contract regarding an altarpiece for the Bridgettine nuns of Il Paradiso. The negotiations, 
held in two distinct phases, reveal the agreement reached between Fra Zanobi and the 
artist Giuliano di Jacopo; according to a first document, the artist was to make an 
altarpiece in accordance with what Fra Zanobi would decide in the future: ―as of now I 
[Fra Zanobi] have not given any thoughts to the figures I want and the amount of money I 
can spend
816‖. However, according to Annabel Thomas, the pictorial programme, which 
was decided only ten years later, would be delivered to the artist with very detailed 
instructions as if resulting of a personal demand. For Thomas, these instructions, namely 
the one asking for God and the Virgin to be depicted as if speaking to Saint Bridget, 
suggest that the final programme may have come from the nuns themselves despite Fra 
Zanobi‘s authoritarian words in the first document817. Similarly, two fifteenth-century 
documents from the convent of San Domenico of Pisa record the use of an intermediary 
in the communications between the Pisan nuns and the artist Paolo Schiavo. The 
intermediary - a Pisan goldsmith connected to the convent through his daughter, who was 
a nun -, took the nuns‘ instructions and payment to the painter in June 1456818. A second 
document records that a panel with leaves and colonnettes was given to the painter in the 
same month so that he could paint a Saint Catherine
819
. According to Ann Roberts, these 
documents show not only the nuns‘ way to communicate with the artists working for their 
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convent, but also that they had concrete ideas about their commissions, as the panel, with 
colonnettes and foliage, coordinates with the pre-existing  panel of Saint Eulalia (c. 
1430s) and with future commissions in the same composition and framing elements
820
. In 
the same way, D. Violante da Silveira, regedora (governor) of the Cistercian Convent of 
São Bento of Cástris in Évora commissioned two panels for a retable for the conventual 
church to a painter from Lisbon naimed Estevão Tomás. The illuminator António de 
Holanda, based in Évora at the time, is believed to have been an intermediary between the 




Back to Neri di Bicci‘s Ricordanze it is possible to see cases of a direct control of the 
nuns in artistic commissions. Neri‘s testimony regarding the commission of an altarpiece 
of the Assumption of the Virgin by the abbess of the Benedictines of San Michele at Prato 
show how the nun managed the entire business despite mediated by a lawyer
822
. A similar 
case is presented regarding a commission by the nuns of Sant‘Apollonia, also 
Benedictines who, according to Neri, excluded the need for a third party to commission a 
panel of the Virgin and the Child, and gave the artist detailed instructions about its 
pictorial program
823
. The same seems to have happened in the case of the Franciscan 
observant nunnery of Sant‘ Onofrio which negotiations whit Neri are described without 
mention to any middleman. According to Thomas this degree of independence in such a 
strict community can be the result of the long relationship between this community and 
Neri‘s workshop824. 
As pointed in the work of Jeryldene M. Wood
825
, a memoriale written by the Poor 
Clares of Santa Maria di Monteluce at Perugia also provides valuable information on the 
dynamics of artistic patronage regarding the funding, the choice of artists and the destined 
location of the artworks inside the conventual building
826
. In 1505 Abbess Batista Alfani 
records a commission of a painting of the Assumption of the Virgin to Raphael of Urbino 
paid with alms from Suor Illuminata. The Abbess also informs that the nuns chose 
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Raphael based on the advice of the citizens and their spiritual fathers. However, a contract 
from 1516 shows that the nuns themselves approved of Raphael‘s drawing for the 
painting, which was to resemble Ghirlandaio‘s Assumption in the Franciscan friary of San 
Girolamo at Narmi
827
. In her entry the Abbess explains also that the painting was destined 
to the high-altar of the ―outside church‖ (to distinguish from the nuns‘ choir, the part of 
the church within the enclosure) and that the importance of the feast of Assumption for the 
convent was behind the choice of the theme. As pointed by the Abbess, the Assumption of 
the Virgin was celebrated at Monteluce with a special indulgence for visits to the 
church,
828
 a solemn public procession, and the singing of High Mass and Vespers
829
. 
Unfortunately, detailed reports like this are extremely rare in the surviving records 
concerning artistic patronage in female religious houses. In this report one can see that, 
despite being an observant community, the nuns of Monteluce enjoyed a degree of 
independence that allowed them to play an active role in the convent‘s artistic patronage, 
but also that their spiritual fathers‘ opinions were taken into account in their decisions. 
Through the Abbess‘ words one might infer that they needed advice from the outside 
world in order to choose an artist or a pictorial program, for the painting should resemble 
Ghirlandaio‘s Assumption for a Franciscan friary. It is important to remember that, once 
enclosed, nuns were segregated from the world which reduced their references of both 
artists and artworks. However, in this particular case the nuns seem to have had a 
continuous contact with the artistic trends, since the memorial lists several artworks given 
by benefactors to the convent
830
. Through the memorial it is also possible to learn that the 
nuns of Monteluce often commissioned artworks - mostly financed by legacies and 
dowries from rich widows who joined the community
831
 -, which certainly contributed to 
diminish the effects of segregation. 
 It is also important to notice that nuns often came from noble families in which 
artistic commission was a common procedure. Not only spiritual advisors, but also family 
members must have had an important role in providing references for the nuns‘ artistic 
commissions. Ann Roberts mentions in her work on San Domenico of Pisa how family 
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members played a central role on the contact between the nuns and secular artists, 
introducing its works to the female community
832
. Moreover, as pointed by Kate Lowe, 
some commissions reveal the existence of connecting webs between the artists employed 
at female communities, as suggested by the case of the Benedictines of Sant‘Apollonia: 
Andrea del Castagno, which worked in the nunnery around 1447 was probably a disciple 
of Paolo Schiavo who had also worked for the convent
833
. Schiavo and Castagno have 
both worked for other female convents such as the Benedictines of Saint Zaccaria in 
Venice
834
 and the Dominicans of San Domenico of Pisa which led Ann Roberts to suggest 
that some artists were referenced at the time for their work for the female audience
835
. 
Similarly, the Florentine Dominican nunneries founded under the Savonarolian 
movement seem to have preferred the work of artists connected to the San Marco‘s 
School, deeply influenced by Savonarola‘s thinking. In the first decades of the sixteenth 
century, Fra Paolino da Pistoia produced similar artworks for Santa Caterina da Siena, 
Santa Caterina in Pistoia, San Clemente in Prato and San Domenico of Lucca. Antonio 
del Ceraiolo, also a follower of San Marco‘s School, made similar paintings for Santa 
Caterina da Siena and San Niccòlo in Prato. 
Additionally, it is important to point out the role of non-professed religious women 
living in enclosed communities in artistic patronage. These women, despite sharing 
liturgical life with the nuns, never professed vows and often lived contiguously to the 
convent. These were mainly rich noble ladies who shared their fortunes with the 
nunneries while maintaining some independence, which turn them into a sort of 
intermediaries between the community and the world
836
. In his Ricordanze, Neri di Bicci 
mentions the role of Mona Cecca, widow to Piero di Giovanni, living in the Augustinian 
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nunnery of Santa Maria a Candeli at Canto, directly managing the commission of an 
altarpiece for the convent‘s church837.  
 
2.1.1. Nuns’ patronage in the Dominican nunneries of Portugal 
 
The aforementioned Princess Joana of Portugal, who lived contiguously to the 
nunnery of Jesus of Aveiro as a non-professed nun (1472-1490), also played a central role 
in the community‘s economic affairs working along with the prioress Maria de Ataíde (p. 
1482-1525) towards the enlargement of the nunnery‘s patrimony838. Despite the absence 
of documents regarding the Princess‘ artistic patronage and its dynamics, surviving 
contracts on patrimonial acquisitions reveal the intervention of a middle man, usually a 
servant, who settled the deals outside the convent on the Princess‘ behalf839.  
The same happens in the contracts regarding patrimonial acquisitions under Prioress 
Maria de Ataíde‘s hand which identify the buyer as ―Prioress Maria de Ataíde and the 
nuns of the Convent of Jesus‖, always represented in the notarial act - which occurs 
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outside the convent -, by an intermediary, usually the convent‘s foreman, Afonso 
Annes
840
. In 1483 Clara da Silva, professed nun from the Convent of Jesus, bought some 
lands on the community‘s behalf; the notarial act, as described in the contract, takes place 
in the convent‘s locutorium under the presence of the referred nun841. The nuns‘ care for 
the observance of strict enclosure in the Convent of Jesus is well stressed in the chronicle 
of its foundation. The account reveals, for instance, that the nuns had to use a black veil to 
speak with any person, including family members. The locutorium, as all the other 
windows (at the entrance, church, and choir), was equipped with grids, an iron plate and a 
dark cloth through which the nuns should speak to the outside
842
. According to the 
information provided by the aforementioned contracts it seems that strict enclosure was 
fully observed in the Convent of Jesus and that nuns‘ agency in their community‘s 
management took place through intermediaries representing their interests outside the 
enclosure. A contract celebrated between the nuns and the Dominicans of the nearby 
friary of Misericórdia (their spiritual care takers), in 1482, evinces the different 
procedures in the two branches of the order - the notarial act, concerning the friar‘s 
donation of property to the nuns, took place inside the friary, in the chapter-house (a 
common procedure), in the presence of the professed friars
843
.  
Some documents dating from the period before the official enclosure of the 
community as Dominican nuns (c.1456-1464), show the women‘s presence in the notarial 
acts concerning acquisitions for the community, which shows a shift of behaviour after 
the beginning of cloistered life in 1465. A contract dating from 1460 shows the 
community‘s founder, Brites Leitão - identified not as a nun, but as the widow of Diogo 
de Ataíde -, representing her co-founder, Mécia Pereira, in the notarial act for a property 
acquisition, held ―by their house‘s door‖844. In the same year another notarial act 
regarding the acquisition of houses for the enlargement of the community takes place in 
the referred property, once more in the presence of Brites Leitão
845
. As shown by the 
contracts, despite living in community under the Dominican care, the group of religious 
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women were not yet considered Dominican nuns, which enabled them to take direct care 
of their community‘s management.  
Surviving contracts from other Dominican nunneries founded in Portugal during the 
first two decades of the sixteenth century under the wing of the Observants, show greater 
detail about the proceedings of notarial acts in enclosed nunneries. Documents concerning 
the acquisition of property by the nuns of the Convent of Santa Maria da Saudação, in 
Montemor-o-Novo, describe the notarial act as happening at the ―casa da portaria‖ (the 
entrance) of the convent, in the ―ralo da fala‖ (in a literal translation: ―drain of speech‖; 
i.e.: the locutorium). The act happens in the presence of the professed nuns, gathered in 
congregation by the ring of the bell (per sono de campã tangida), ―according to their 
virtuous and religious custom‖. The nuns were described as being ―da banda de la das 
grades‖ from the other side of the grates, ―ouvidas e não vistas‖ (heard but not seen), as 
predicted by the nuns‘ constitutions and the observant custom. On the outside of the 
grated window, at the convent‘s entry, were the notary, the seller and the witnesses who 
could only ear the nuns through the concealing window
846
. Another contract concerning 
the dowry of a future nun held between the community and the nuns‘ parents, also 
mentions the presence of the nunnery‘s vicar and confessor ―na banda de cá das grades‖ 
(on this side of the grates, i.e.: at the entrance), along with the notary and the girl‘s 
parents
847
. Some notarial acts, however, like the one recorded in a contract of 1521, 
concerning a property purchase by the community, did not mention the presence of the 




Contracts from the Convent of Nossa Senhora do Paraíso in Évora show the same 
observance towards the keeping of strict enclosure in the community‘s management. In a 
document from 1588 the notary mentions, once more, the nuns as being present on the 
other side of the grates, gathered in congregation after the bell‘s ring, ―according to their 
religious and ancient custom‖849. The use of the word ―ancient‖ suggests that this was not 
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a consequence of the Council of Trent – which demanded enclosure for all the nuns -, but 
a proceeding coming from the time of their foundation as an observant house, in 1516.  
 The only known document concerning the commission of artworks in the fifteenth 
and sixteenth-century Dominican nunneries of Portugal is a letter in which the Prioress of 
the Convent of Jesus, in Aveiro, asks a King‘s officer in Madeira about an altarpiece he 
helped commissioning in Flanders
850
. In the first of the two letters, written in April 4, 
1512, the Prioress asks the officer to send the convent twenty arrobas of sugar as soon as 
possible, as the nuns, especially the sick, are in great need of it. The Prioress informs the 
officer that they are missing the shares of 1511 and 1512, according to the King‘s promise 
of ten arrobas a year
851
. She adds also that the share of 1510 had been sent to Flanders by 
the officer
852
. In a second letter, dating from the 15
th
 of October of 1512, the Prioress 
thanks the officer for sending the ten arrobas of sugar to Flanders in order for an 
altarpiece to be perfectly finished. The nun asks also that the remaining of the sugar be 
used to pay for an antependium for which she sends the measurements. The antependium, 
she asks, should depict the Lady of Annunciation, ―when she greats the angel, very pious, 
honest and graceful‖853. The Prioress also adds how the nuns are rejoicing with the new 
commissions and anxious to see them. Both letters start with the Prioress thanking the 
officer‘s reply, which means that other letters complemented the conversation surely 
providing more details about the commission of the altarpiece from which we know 
nothing today.  
 These letters show how Maria de Ataíde took the community‘s management into 
her own hands first by demanding what is due to the nuns – who were in great need of 
sugar -, and secondly by establishing contact with intermediaries who could help her 
providing the artworks desired by her nuns. The care for the community can also be seen 
in other letters exchanged between Maria de Ataíde and Francisco Jezuarte, ambassador 
to King Manuel in Rome, in which the nun asks for his interception in the granting of a 
variety of indulgencies. For instance, a letter from 1508 informs the Prioress about the 
papal permission to have the convent‘s servants buried within the cloister and two senior 
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nuns taking care of church altars
854
. According to the constitutions, the nuns‘ could not 
leave the enclosure under the penalty of excommunication being only excused in case of 
life-threatening situations or to help in another convent‘s reform. The conventual church 
was outside the enclosure and, therefore, forbidden to the nuns, who experienced Mass 
only through the choir. Following the indulgency granted by Júlio II, two senior nuns 
could now leave enclosure to take care of the ornaments of the church altars. Around 
1515 the Prioress was also excused of the obligation of sending her nuns to reform other 
convents or receive nuns from other houses without the community‘s consent855; as 
mentioned before, nuns from the Convent of Jesus were sent to found and reform 
Dominican nunneries throughout the realm during the first decades of the sixteenth 
century, which must have impaired the community. 
 Maria de Ataíde‘s letters to the King‘s officer in Madeira also reveal the 
community‘s taste for Flemish models. Flemish art was greatly disseminated in the 
Portuguese court during the late 1400s, which lingered through the first half of the next 
century, in which the artistic trends coming from the north overlapped Italian 
influences
856. Madeira‘s privileged relations with Flanders in the sixteenth century would 
also favour the importation of Flemish works to continental Portugal
857
. This can be 
attested by a booklet containing the registers of some of the donations made to the 
convent
858
: in 1471, when the second prioress Leonor de Menezes joined the nunnery, her 
dowry contained a breviary and a large golden retable, both from Flanders
859
. Some of the 
nuns came from families connected to the court which fostered, not only the contact with 
Flemish models, but also with intermediaries who could connect them to Flemish artists. 
 The aforementioned booklet registers dowries and inheritances, the efforts of the 
founders to provide rents and enlarge the conventual buildings, and gifts by other patrons 
such as the Princess, family members and monarchs.  The role of the patrons in providing 
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 ―Ac duo ex monialibus dicti monasterii de antiquioribus, clausis tamen januis, altaria dicti monasterii 
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artworks for the convent can be seen through the donations of Beatriz de Menezes – 
Countess of Feira -, and Filipa Caldeira, who both had daughters in the convent. Beatriz 
de Menezes, whose daughter professed in the convent in 1505, offered a retable of Saint 
Peter Martyr and Saint Catherine of Siena, a painting of Saint Monica, a painting of Saint 
James accompanied by a Dominican nun and a panel of Saint Dominic
860
. All the 
artworks, except for the last two, are lost today (FIGs. 5.1; 5.2). As for Filipa Caldeira, 
mother to Marta Magalhães, who professed as a nun in 1511, the registers mention ―a 
retable of Saint Gregory with Mary Magdalene and Saint Martha‖ (probably in allusion to 
her daughter), a painting of the Virgin, ―a painting of Christ at the Mount Calvary with 
the Virgin‖, ―a painting of the Assumption of the Virgin with the apostles‖, and a painting 
of Saint Mary Magdalene
861
. Unfortunately, there is no trace of those artworks today. 
However, regardless of that, all of them seem to have been directed for an audience 
composed of Dominican nuns, as suggested by the constant presence of archetypes of 
female sanctity. 
 
2.2. The production of art within the enclosure  
 
2.2.1. From panel painting to illuminated manuscripts 
 
 As pointed before, artistic production in the Dominican nunneries was encouraged 
by the reformers who instigated activities such as embroidering, book copying and 
illumination as a way to avoid idleness. Despite only a few nuns being known today as 
artists, such activities seem to have been an important part of the nuns‘ daily lives. The 
anonymity that characterizes medieval monastic art, along with the absence of registers on 
artistic production inside the convents, makes it difficult to know to which extent nuns 
devoted themselves to this kind of tasks. The lack of artistic individualism which 
characterizes medieval art, was emphasised in the monastic world due to the sense of 
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community and the functional aspect of artworks
862
: to paint, or to illuminate a book, was 
part of the nuns‘ work to praise God863.  
 The majority of artworks produced by nuns were overlooked by art historians until 
very recently and seen as low art due to the lack of training of the majority of the nuns 
who produced them. However, scholars have started to put functionality over the formal 
aspects in order to understand these artworks in accordance to their contexts of production 
and usage. To overlook these kinds of images is to ignore a crucial part of female 
monastic life as they played important roles on their devotions and their liturgical 
activities. Artworks produced by nuns are also important to understand the nuns‘ visual 
culture and, therefore, the works they commissioned to other artists. 
 For a long time, the only nun credited as an artist was the Florentine Plautilla 
Nelli, mentioned by Giorgio Vasari in his foundational work Lives of the Most Excellent 
Painters, Sculptors, and Architects (1550-1568). The sixteenth-century artist (1524-1588) 
was a member of the Dominican convent of tertiary nuns of Santa Caterina da Siena in 
Florence, a community founded in 1500, under the Savonarolian wing. The work of 
Plautilla, touched by her admiration for Savonarola, started in miniature painting, and 
reached a level of fame among her contemporaries capable of granting her a place on 
Vasari‘s list of the most excellent artists. In his lines about Plautilla, Vasari notes that her 
best works are the ones inspired in models from other artists, arguing that she could have 
been a great painter if she had been able to study disegno like men did
864
. Until the late 
twentieth century, only three of Plautilla‘s documented works were known: the 
Lamentation altarpiece
865, from Santa Caterina da Siena‘s outer church (FIG. 5.3), the 
Last Supper from Santa Caterina‘s refectory866 and the Pestecost altarpiece, in the church 
of San Domenico of Perugia. For the last twenty years other artworks have been attributed 
to Plautilla
867
. According to Modesto Biliotti - a chronicler from the friary of Santa Maria 
Novella -, the nuns‘ artistic production seems to have been substantial with numerous 
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 It is not clear how Plautilla learned to draw and paint, but her first biographers 
mention how she soon became admirable in miniature painting (probably small-scale 
works and illuminated manuscripts)
869. As mentioned before, Ubaldini‘s directorio for the 
nuns of Santa Caterina instigated this kind of crafts among the nuns, which may have 
been favoured, as noted by Turril, by the presence in the convent of some nuns whose 
fathers were book illuminators
870
. Turril also notes how male Dominican artists may have 
influenced or trained Plautilla, namely in the case of Fra Eustachio di Baldassare, a lay 
brother from San Marco (Santa Catarina‘s spiritual advisers), who illuminated several 
choir-books for Santa Maria del Fiore. In the basis of this hypothesis is the resemblance 
between Fra Eustachio‘s Nativity871 and the one in an antiphonary attributed to 
Plautilla
872
. Founded as a convent for Dominican tertiaries, the nuns of Santa Caterina da 
Siena did not live under strict enclosure, which has been only imposed in the nunnery in 
the mid-1570s. The Dominicans‘ General Chapter of Ferrara, in 1498, had decreed that 
Dominican tertiaries were to be exempt from observing enclosure, which may have 
facilitated the contact with clients and the counselling of male Dominican artists.   
However, Plautilla was not the only nun devoted to the arts in the convent of Santa 
Caterina da Siena; other nuns have devoted themselves to painting and to the production 
of terracotta sculptures
873. Recent studies following the restorations of Plautilla‘s 
surviving paintings have revealed important information on the techniques used by the 
nun, namely the use of cartoons
874
. This method would have permitted the nuns to engage 
in the serial production of small paintings such as the Saint Caterina of Siena/ de‟ Ricci in 
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contemplation of a crucifix (FIG. 5.4)
875. The collaborative work of Santa Caterina‘s 
workshop is attested by an entry of a convent‘s record book regarding the production of a 
painting of God the Father with angels, Saint Dominic and Saint Catherine of Siena for 
an altar in the dormitory which, according to the writer, was made by ―Suor Plautilla Nelli 
and the companions‖876. As noted by Turril, some of the paintings attributed to Plautilla 
may have been painted by other nuns under her supervision, using the cartoons she 
produced
877
.   
Morevoer, a school of artists may have been instigated in the nunnery through Fra 
Paolino da Pistoia, a follower of Fra Bartolomeo which, after inheriting the content of the 
master‘s workshop passed it onto the nuns of Santa Caterina after his death, in 1547. This 
decision was probably fostered by the presence of promissory artists in the convent; at the 
time Plautilla had been a nun for ten years and her artistic skills were probably already 
known among the Dominicans. Moreover, Prudenza Cambi and Veronica Niccolini, both 
female painters, joined the convent in 1543 and 1546 respectively. This provided the nuns 
with a set of resources that fomented their activity as painters such as wax and plaster 
models of human figures and limbs, including a life-size wooden mannequin and several 
drawings by Fra Bartolomeo. This may be the root of the resemblances between 
Plautilla‘s work and San Marco‘s school, close to the Savonarolian thinking878. The artists 
to whom the nuns commissioned artworks for their convent were also close to San Marco 




The followers of San Marco‘s School retained the touch of the Savonarolian 
thinking in their ouvres, showing simplicity - by avoiding superfluous ornamentation -, 
and an archaistic flavour
880
.  This can be seen in the paintings of the Mystic marriage of 
Saint Catherine of Alexandria produced by artists influenced by the referred School. Two 
artworks of this theme have been commissioned by the nuns of Santa Caterina: the first 
dated between 1515 and 1520, and made by Antonio del Ceraiolo, was destined to the 
external church
881
 and the second, commissioned to Fra Paolino in 1526 was made for the 
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 Gregory D‘Apuzzo, ‗Le Monache Di Savonarola Tra Arte e Committenza‘, 132. 
880
 Gregory D‘Apuzzo, ‗Le Monache Di Savonarola Tra Arte e Committenza‘, 137).   
881
 Today at the church of Santa Trinitá in Florence. 
184 
 
nuns‘ choir882. The nuns of San Niccòlo in Prato, close to Florence, would commission a 
very similar painting to Ceraiolo
883
, in which the compositions were even closer to the 
Savonarolian ideals of simplicity and poverty.  
Fra Paolino da Pistoia was also connected to another Dominican nunnery, also 
close to the Savonarolian movement, in the first half of the sixteenth century, the convent 
of San Domenico of Lucca. The nuns commissioned at least two artworks from the friar 
during the priory of Lucina Cenami, a Sacra Conversazione destined to the outside church 
in 1534, and another painting of the same theme, this time destined to the inside church in 
1538
884
. Fra Paolino also worked for other Dominican convents in Tuscany such as Santa 
Caterina in Pistoia and San Clemente in Prato for which he painted another Mystic 
marriage of Saint Catherine of Alexandria and a Sacra Conversazione, respectively. The 
theme of the mystic marriage of Saint Catherine was very popular, especially in female 
convents in which the bridal metaphors connected with the nuns‘ profession took a central 
place in the nuns‘ piety. The Sacra Conversazione, as already exposed in the previous 
chapter, comes in line with a tradition of altarpieces of the Enthroned Virgin, protectress 
of the Preachers, in the Dominican churches. 
Despite their commissions to male artists, the nuns of San Domenico of Lucca 
were also engaged in artistic production in the sixteenth century, as attested by the 
testimony in the convent‘s chronicle. Suor Agnese Castruci and Suor Peregrina Nobili are 
reminded in the account as painters who distinguished themselves as gilders, which meant 
that they also learned how to work with gold
885
. The Libro delle Priore of San Domenico 
describes Suor Peregrina as a self-taught painter, ―(…)for she had only a few things to 
serve her as models‖886. The account proceeds by mentioning the works made by the nun 
for the convent: paintings of Saint Dominic, a painting from Saint Thomas Aquinas, a 
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 to the altar of the church and ―a lot of other figures‖888.The convents chronicle 
mentions that the nuns have devoted themselves also to textile arts
889
.  
Suor Eufrasia Burlamacchi, also from San Domenico of Lucca, would also 
distinguish herself as an illuminator in the sixteenth-century. The convent‘s obituary 
describes the nun as very intelligent, very good at reading, chant and above all at 
writing
890. According to the nunnery‘s registers, the nun was responsible for the 
production of five choir-books during the first years of the sixteenth century. She wrote, 
notated and decorated the five choir-books
891
 which were still in use at the convent until 
1924 – three years before its suppression – when they were sold by the nuns due to 
economic difficulties
892
. She may also have made two manuscripts for the friary of San 
Romano in Lucca around 1532, however, this hypothesis needs further evidence
893
. 
According to Ileana Tozzi, who studied the work of Eufrasia as illuminator, her 
books are decorated according to the Dominican hagiography, which certainly means that 
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891
 Loreta Vandi, ‗Sister Eufrasia Burlamacchi and the Art of the Wayside‘, in Memorie Domenicane. 
Vol. 46: Artiste Nel Chiostro. Produzione Artistica Nei Monasteri Femminili in Età Moderna, ed. Sheila 
Barker and Luciano Cinelli, vol. 46 (Firenze: Nerbini, 2015), 93. 
892
 The books were bought by the Provincial of the Dominican Province of England in 1929 who 
donated them to the nuns of San Rapahel in California, USA. Today the books are kept by the Dominican 
University of California, in the Archbishop Alemany Library (Tozzi, ‗Suor Eufrasia Burlamachi: Corali Del 
Monastero Di San Domenico a Lucca‘, 21). 
893
 Biblioteca Statale di Lucca, Ms. 2649 and Ms. 2550. M. Paoli, I corali della Biblioteca Statale di 
Lucca (Firenze, 1977). As noted by Ileana Tozzi, Paoli has never seen the books by Eufrasia in person 
(Tozzi, ‗Suor Eufrasia Burlamachi: Corali Del Monastero Di San Domenico a Lucca‘, 22). Also, according 
to the General Chapter of Trier (1247) the friars were forbidden to use books made by nuns or women in 
general. However, this is not an impediment for such an hypothesis to be accurate since the same happened 
in Germany, where the nuns of the Dominican convent of Paradies bei Soest have made books for the friars 
of Dortmund (See: Susan Marti, ‗Micrographic Prayers for Monks and Colorful Images for Nuns: Evidence 
for Gender-Specific Decoration in Liturgical Manuscripts from Late-Medieval Germany‘, in Les Femmes, 
La Culture et Les Arts En Europe Entre Moyen Âge et Renaissance, ed. C.J. Brown and A. M. Legaré 
(Brepols Publishers, 2016), 177–95).  
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the figures of Saints prevail in the main Dominican feasts
894
. The books by Soror Eufrasia 
are decorated with inhabited initials in a golden background, adorned with voluptuous 
vegetative motifs, hybrid creatures and grotesques, in accordance with the late-fifteenth 
and early-sixteenth-century trends of the Tuscan miniature (FIG. 5.5). The technical 
quality of Eufrasia‘s illuminations shows her good technical skill which suggests that the 
nun must have had training in the craft. However, there is no evidence to how the nun 
learned to draw and paint. According to Loreta Vandi, Eufrasia‘s models came from the 
works of three mains artists: Fra Paolino, Antonio del Ceraiolo and Fra Bartolomeo 




A colophon in one of the books shows that the nun deliberately hid her name 
which, according to her words, was known by God who might inscribe it in the Book of 
Life
896. As referred in this chapter‘s introduction, such activities were seen not as artistic 
self-expression in the modern sense, but as a fruit of devotion towards God, the only one 
who should know the author of the work being offered to Him. This idea of book-writing 
and illumination as activities that granted a place in the book of life can also be seen in a 
colophon of a manuscript made by two nuns of Marienberg bei Boppard in the Rihneland: 
―This book was finished on the Vigil of Saint Mathew the Apostle, 1480, by two nuns of 
this convent whose names are inscribed in the book of life‖897. However, as shown 
already on Chapter III, this was not a rule, as many nuns have chosen to write her names 







                                                 
894
 Unfortunately I haven‘t had access to the content of the referred manuscripts, neither to their 
reproduction. I have only had access to some miniatures published in secondary literature. 
895
 Vandi, ‗Sister Eufrasia Burlamacchi and the Art of the Wayside‘, 94. 
896
 ―…questi libri da cantare funno scripto circha l‘anno del Signore 1515 per una vivissima serva di Jesu 
Cristo, el nome della quale preghate il Segnore Gli sai di piacere scrivere in nel libro della Vita.‖ 
897
 Trier, Stadtbibliothek, Ms. 1693, f. 396. 
898
 At St. Katharina, in St. Gall, a nun wrote in the house‘s sister-book how proud she was of the fine 
manuscripts produced by their sisters, naming them and reinforcing that it was not improper for a nun to 
write her name in the books she copied as long as it was not out of vanity. She adds that ‗It is often 
remembered for more then one hundred years and benefits a sister‘s soul‘ (St. Gall, Stiftsbibliothek, MS St. 
Katherina, Wil, ‗Schwesternbuch,‘ Nr. 89, fol. 177) 
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2.2.2. Nuns as producers of illuminated manuscripts: copyists, illuminators, 
or both? 
 
As has been addressed in Chapter III, several female communities have devoted 
themselves to the production of manuscripts not only with the purpose of filling the needs 
of their convents but also to sell them. However, evidence supporting the work of nuns as 
illuminators are rather scarce since, as shown by the work of Isabel Luís in the Portuguese 
Convent of Jesus, the way nuns used to register their deeds in the book‘s colophons varied 
a lot, and did not always reflect all the roles involved in the production of an illuminated 
manuscript.  
Evidences for the production of illuminated manuscripts in the Dominican 
convents show that it was a common practice, mainly during the Observant Reforms (late 
- 
fourteenth to the mid-sixteenth centuries). As addressed in Chapter III, the increasing 
participation of the nuns in the convents accounts, instigated by the reformers, along with 
the need to replace the former liturgical books by new revised ones, led to an increase of 
women working in the monastic scriptoria. However, in the majority of the cases, only 
brief references have survived to prove the existence of such activity in the nunneries, 
which hampers the historical reconstruction of the roles and dynamics in book production 
among the nuns. Moreover, in some cases the books have been lost for a variety of 
reasons such as their destruction in the advent of the printing press; the dispersion of 
patrimony following the convents‘ tumultuous suppressions; or the Napoleonic invasions. 
Some manuscripts were also sold by the nuns in order to face the difficult economic 
conditions in which some convents had fallen in the nineteenth and early-twentieth 
centuries, a fruit of secularization. This is especially evident in the case of Central Italy. 
Six surviving books that were probably made in the scriptorium of the convent of Corpus 
Domini in Venice between 1455 and 1475
899
, support the content of the letter written by 
the Dominican Giovanni Dominici attesting for the production of illuminated manuscripts 
in the nunnery. It is also possible to know that the Venetian nuns borrowed books from 
                                                 
      
899
 A Gradual (Archivio della Chiesa dei Santi Geremia e Lucia, nr.1) and five Antiphonaries (San 
Geremia nr.2,3,4,6 and 7)  made between 1455 and 1475. The Gradual (Archivio della Chiesa dei Santi 
Geremia e Lucia, nr.1) and a Breviary, posterior to 1461, since it includes the office for Saint Catherine of 
Siena (Biblioteca Capitolare di Padova. Ms. B60), were probably made by by the ―capelan de le done del 
Corpo di Christi‖ (the chaplan of Corpus Domini) for the nuns (see: Annalisa Pandolfo, ‗I libri corali della 
Chiesa dei Santi Geremia e Lucia‘, Arte Veneta: Rivista di storia dell‟arte, n. 70, (2013)). 
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the nuns of San Domenico of Pisa, which have also produced their own books
900
. 
However, those have disappeared. The nuns of San Jacopo di Ripoli have also produced 
their own manuscripts from which five have come down to us, one of them illuminated – 
a collectar written by Angela Rucellai
901
. However, the existence of another similar 
collectar without decoration written by the nun makes it hard to believe that she was also 
an illuminator. Additionally, the fact that lay illuminators were hired by the convent 
during the years in which the printing press was active suggests that there were no artists 
in the community
902
. In fact, the miniatures of the thirteenth and fourteenth-century choir-
books from Ripoli were attributed to lay artists by Stefano Orlandi
903
. 
In Castile the scenario is not better. As noted by Mercedes Pérez-Vidal there is no 
concrete evidence for the existence of scriptoria in the Dominican nunneries of Castile, 
and most of the manuscripts that once belonged to them seem to be lost today
904
. Some 
documents show, however, Dominican nuns from Castilian convents buying manuscripts 
from Dominican friaries: in 1419 the prioress of Santa Maria de Medina del Campo 
bought books for the office from the Friary of San Pablo de Peñafiel
905
 and the prioress of 
Santo Domingo el Real de Toledo borrowed, and then bought, a book of Gospels and a 
book of Epistles from the friars of San Pablo del Granadal in 1394
906
. However, Pérez-
Vidal points to some overlooked signs that may refuel the conversation of whether or not 
there existed nun scribes and, or, illuminators in Santo Domingo el Real. A recently 
discovered breviary hidden in the convent, probably offered by the Queen Catherine of 
Lencaster to the nuns
907
, presents two later additions, one of which, due to the inclusion of 
local festivities and the use of feminine forms in the rubrics, seems to have been made for 
the use of the nuns of Santo Domingo between 1460 and 1470. Scholars have credited the 
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 Roberts, Dominican Women and Renaissance Art, 27. 
901
 BNCF, MS Conv. Soppr. D.7. 344. 
902
 Melissa Conway, The Diario Of The Printing Press Of San Jacopo Di Ripoli 1476 1484: 
Commentary And Transcription (Firenze: Casa Editrice Leo S.Olschki, 1999), 14.  Some nuns worked in the 
Press composing texts, which means that if there were artists in the convent they probably would have 
worked there as well. 
903
 Orlandi, O.P., I Libri Corali Di S. Maria Novella Con Miniature Dei Secoli XIII e XIV, 16. 
904
 On this regard see also: Mercedes Pérez-Vidal, ‗Creacion Destruccion y Dispersion Del Patrimonio 
Liturgico Monasterios Espana y Nueva Espana‘, Forma: Revista d‟estudis Comparatius. Art, Literatura, 
Pensament, no. 12 (2015). 
905
 (AHN, Clero Regular, Dominicos, Medina del Campo, Leg. 7562, doc. 14.) referenced by Pérez-
Vidal, ‗Art, Visual Culture and Liturgy of Dominican Nuns in Late Medieval and Early Modern Castile‘, 
229. 
906
 (AMSDRT, 609) referenced by Pérez-Vidal, 229. 
907
 Written in the early fourteenth century, the book includes French rubrics and English saints, fact that 
led to this hypothesis, as Queen Catherine of Lencaster was a benefactor of the nunnery. (Bernardo Fueyo 
Suárez, El breviario portátil de santo Domingo el Real de Toledo, Edición: 1 (Salamanca Spain: Editorial 
San Esteban, 2014).     
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production of the mentioned addition to the nearby friary of San Pedro Mártir, however, 
there is no evidence for the existence of a scriptorium in this friary either, which leaves 
the authorship of these additions as an open question
908
. A few other manuscripts from 
Santo Domingo el Real have survived, mostly choir-books whose decoration does not go 
further then penwork-filigreed initials in the major feasts
909
. One of these choir-books 
shows the use of masculine forms in the rubrics, which leads Pérez-Vidal to raise the 
question whether these books may have belonged to the friary of San Pedro Mártir, being 
then reused by the nuns of Santo Domingo
910
. 
As for the German speaking lands, the Dominican Meyer, author of the chronicle 
of the Observant reform among the Dominicans in Gernamy, registered that the nuns of 
Observant houses throughout the Rihneland, not only copied but also illuminated choir-
books
911
. The records from the convent of Saint John the Baptist in Kirchheim Unter Teck 
document the presence of a nun named Magdalena Kreimer, who came from Saint 
Margareth in Strasbourg among a group of reformers, and served among other duties as 
scribe of liturgical books
912
. The nun seems to have also been an illuminator as a 
document refers that she instructed the nuns of Pforzheim in both writing and illumination 
                                                 
908
 Pérez-Vidal, ‗Art, Visual Culture and Liturgy of Dominican Nuns in Late Medieval and Early 
Modern Castile‘, 231. 
909
 This was a common feature in monastic choir-books, especially from the fifteenth century on, despite 
the economic conditions of the religious houses to which they belonged. Wealthy illuminations in monastic 
choir-books were mostly connected to lay patronage as can be seen by the case of the Medicean choir-books 
from San Marco. On the contrary, books for private use, such as personal breviaries or books of hours, 
tended to be richly decorated. 
910
 Pérez-Vidal, ‗Art, Visual Culture and Liturgy of Dominican Nuns in Late Medieval and Early 
Modern Castile‘, 231–32. 
Some of the books copied by nuns for the Portuguese Dominican nunneries show also the use of 
masculine forms in their rubrics, which was probably caused by the use of books from the friaries as models 
to copy (for further information on this see Chapter III). In a book from 1527, copied by Friar Thomas de 
Toledo for the nuns of the convent of Paraíso in Évora, it is possible to see marginal comments which were 
probably added by the nuns to guide their performance in the choir: Next to the first verse of the hymn O 
crux ave spes unica, regarding the office for the first Sunday in passione domini, lies the following marginal 
inscription: "Que quando este verso se cantar as irmaas com reverencia inclinem as cabeças atte: spes 
unica.‖ (When singing this verse the sisters should bow their heads reverently until spes unica.) (BNP, LC 
141, f. 189). A few folios later, the same happens regarding the hymn Veni creator spiritus in the feast of 
Pentecost. A marginal note states: ―Que quando este verso se cantar devem as irmaas estar de giolhos este 
dia e per toda a somana‖ (The sisters should be kneeling when singing this verse, not only today but during 
all the week) (BNP, LC 141, f. 211). According to the handwriting, both comments seem to be 
contemporary to the book production in 1527.  
911
 Hamburger, Nuns as Artists, 199. 
912
 ―custerin, texturschriberin, novicien meysterin und obersengerin‖ (sacristan, textura scribe, mistress 
of novices, and choir mistress) (For the reproduction of the convents‘ chronicle see: Christian Friderich 
Sattler, Geschichte des herzogthums Würtenberg unter der regierung der herzogen. Theil ii–xiii, 5 vols. 
(Tübingen, 1769–1783), vol. 4, appendix 4, 173–296. Referred to by Hamburger, ‗Magdalena Kremer, 
Scribe and Painter of the Choir and Chapter Books of the Dominican Convent of St. Johannes-Baptista in 
Kirchheim Unter Teck‘, 126. 
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during her two days stay in the convent during her journey to Kirchheim
913
. Two 
surviving books from the late-fifteenth century attest for what may have been this nun‘s 
work for the convent of Kirchheim. The two books - a martirology
914
 and a collectar
915
 -, 
share the same kind of decoration, anchored in an unsophisticated technique with stiff 
drawings, bright colours and rosy-cheeked figures (FIGs. 5.6-7)
916
. This kind of 
illumination, as will be addressed next, can be identified as a common feature among late- 
-medieval manuscripts illuminated in reformed nunneries, not only in Germany, but also 
in Portugal and Italy. The chronicle of the Dominican convent of Töss in Switzerland 
mentions also the work of a nun as illuminator - Sister Mezzi von Klingenberg
917
.  
Regarding other religious orders it is also possible to find a few evidences of nuns 
working as illuminators. The Cistercian nuns of Medingen have worked in the 
illumination of their manuscripts in the fifteenth century
918
, and the Poor Clare Catherine 
Vigri (1413-1463) besides a musician, writer and painter was also an illuminator, as can 
be seen through her breviary
919
. The Benedictine Angela Rabatti might also have been the 
illuminator of a breviary written by Suor Gostanza Cocchi in the convent of 
Sant‘Ambrogio in Florence, in 1518920. Nevertheless, this needs further evidence since, 
while Gonstanza is identified as the scribe, nothing is said about Angela who, given the 
structure of the colophon
921
, seems to be signing the book after its conclusion. However, 
the fact that all the text stemmed from the same hand, including the colophon, prevents us 
from considering that Angela might have been also a scribe, or that both nuns 
autographed the book, as mentioned by Mirella Levi D‘Ancona922. Nevertheless, the 
hypothesis of Angela being the patron of the book and not the illuminator should not be 
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 Sattler, vol.3, 146–52. Referred to by Hamburger, 125. 
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 Carinthia, Library of St Paul im Lavanttal, ms 75/1 (olim. xxv/2, 1). 
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 Carinthia, Library of St Paul im Lavanttal, ms 62/1 (olim xxv/2, 12). 
916
 Hamburger, ‗Magdalena Kremer, Scribe and Painter of the Choir and Chapter Books of the 
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 Leben der Schwestern zu Töss, 45, lines 29-30. 
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 See: Ulrike Hascher-Burger, Henrike Lähnemann and Beate Braun-Niehr, Liturgie und Reform im 
Kloster Medingen: Edition und Untersuchung des Propst-Handbuchs Oxford, Bodleian Library, MS. Lat. 
Liturg. E. 18, Humanism and the Reformation, 76 (Tübingen: Mohr Siebeck, 2013). 
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 Wood, ‗Breaking the Silence‘, 274.  
To know more about this breviary, see: P. Lucius M. Nuñez, OFM. ― Descriptio Breviarii Manuscripti S. 
Catharinae Bononiensis O.S. CL.‖, ―Archivium Franciscanum Historicum 4 (1911): 732-47. 
920
 D‘Ancona, Miniatura e miniatori a Firenze dal XIV al XVI secolo. Documenti per la storia della 
miniatura, 11. 
921
 ―Hoc breviarium inceptu{m} et expletum fuit ame[n]. Dña Angela.domini antonio de rabatti: Filia. 
Monastery Sc˜t ambrosy de florentia.digno monale.De ordininis scõ benedicto.Sub anno domini. 
Mcccccxviii  
Scripcit p manu˜. Dña Costa˜tia moniale decto monastery‖ (BML, Conv. Soppr.90, f. 426r.). 
922




excluded, as patrons were usually credited as responsible for the book‘s production in 




2.2.3.  Producers of low art? 
 
Some of the illuminated manuscripts that are known to have been produced by 
nuns fall on the already mentioned group of artworks traditionally considered as low art 
by art historians due to their formal characteristics. As introduced through the previous 
examples, nuns, like lay women, did not have access to professional artistic training 
which hampered the full development of their technical abilities as painters. However, 
that was not an impediment for the development of nuns as artists since they seemed to 
have put functionality and devotion over technical quality.  Some of these women learned 
the craft through friars connected to their communities in some way; others learned it 
during their lay lives; and the majority of them seem to have learned it from each other. It 
is also important to note that, especially in the case of enclosed nunneries, the entrance of 
workers in the convent should be avoided at all costs, which led nuns to take practical 
matters onto their own hands; they should rely as least as possible on external services. 
For instance, in the Cistercian convent of Wienhousen in Saxony, three nuns have 
dedicated themselves to the restoration of murals in the nuns‘ choir, which seems to have 
been a common practice among German convents
924
.  
The production of art by the nuns could also be connected to economic reasons, 
but also, and more importantly, to specific devotional and visual needs that were not 
being fulfilled through the artworks entering the convent. An example of this can be seen 
through the series of twelve drawings made by the nuns of the Benedictine abbey of 
Walburg around 1500, studied by Jeffrey Hamburger, which show the use of idiosyncratic 
                                                 
923
 A mid-fifteenth-century commission of an illuminated missal to a Florentine illuminator by the nuns 
of Sant‘Ambrogio suggests that, at least in the fifteenth century, there was no tradition of illumination in the 
convent: ―Messer Domenicho di Jacopo Maringhi deve avere fiorini venti larghi pagò a ser Torello da Poppi 
per iscritura duno messale per detto munistero (…). E de‘ avere per infino adi 21 di novembre 1464 lire 15 
per parte di miniature di detto messale pagati a ser Riccardo di Nanni da Castelfiorentino come apare a libro 
delle portate. C. 4.‖ (ASF, Libro di Recordi 1452-71 (vol.121), Fol. 98r.) Referred to by Eve Borsook, ‗Cults 
and Imagery at Sant‘ Ambrogio in Florence‘, Mitteilungen Des Kunsthistorischen Institutes in Florenz 25, 
no. 2 (1981): 201–2. 
In the other hand, the depiction of two nuns in a medallion in the opening folio of the breviary, possible 
representing Angela and Gostanza, might be an indicator of a nun being behind the illumination work 
(BML, Conv. Soppr.90, f. 7r.). 
924
 Hamburger, Nuns as Artists, 17. 
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images in the nuns‘ piety (FIG. 5.8)925. If some of these images had conventional 
subjects, others showed unusual themes deeply symbolic to the nuns‘ condition as 
sponsae Christi. The drawings show conventions from various media accessible to nuns 
such as prints, tapestries, or books of hours
926
. Small scale images seem to have been an 
important part of nuns‘ devotion in other convents as well as, for instance, several images 
of this kind, including prints and drawings, were found at Weinhausen in Saxony. While 
the prints have been imported, the drawings and miniatures seem to have been the product 
of the nuns‘ work as they replicate artworks from the convent‘s inventory927. 
Furthermore, nuns seem to have had an intimate relationship with these portable images, 
sleeping with them and carrying them near the heart. Practices of dangerous body 
ascetism were also connected to these kinds of images
928
. 
 Several scholars have devoted themselves to the study of vernacular texts 
produced by nuns from the German speaking lands
929
. Most of these books consisted of 
devotional texts written and illustrated by nuns with intriguing images that stand outside 
the canonical models. In her essay about gender and genre in manuscript illumination, 
Anne Winston-Allen suggests that the increase in the production of prayer books – to 
which less models were available -, lead to the development of less conventional 
iconography
930
. In another essay Winston-Allen also suggests a connection between the 
increase of the nuns‘ participation in book production and the development of a new 
conscience as reader and book user, which could have led to a more personal way of 
decorating
931
.  Images adorning devotional books were most of the times connected with 
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 Hamburger, Nuns as Artists. Among the twelve single-leaf images, six show more conventional 
themes such as The Entombment, Saint Kummernis, the Ghandenstuhl, the Arbor Virginis, the Presentation 
at the Temple and Saint Barbara with the Virgin and Child. The other six are more unconventional: The 
consecration of the Virgins, The Agony in the Garden, a Symbolic Crucifixion, The heart of the Cross, The 
Eucharistic banquet and The heart as an house. 
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 Hamburger, 194. 
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 Hamburger, 180. 
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  Winston-Allen, Convent Chronicles; Carroll, ‗Subversive Obedience: Images of Spiritual Reform by 
and for Fifteenth-Century Nuns‘; Hamburger, The Visual and the Visionary; Ulrike Hascher-Burger, 
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(Tübingen: Mohr Siebeck, 2013). 
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 Anne Winston-Allen, ‗Gender and Genre in Manuscript Illustration?‘, Manuscripta 53, no. 2 (1 
January 2009): 222. 
931
 Anne Winston-Allen, ‗Iconography in Convent Women‘s Art of the Upper Rhine region‘, in 
Kulturtopographie des deutschsprachigen Südwestens im späteren Mittelalter.: Studien und Texte, ed. 
Barbara Fleith and René Wetzel (Berlim: Walter de Gruyter, 2009), 148. The chronicle of the Dominican 
convent of Töss in Switzerland mentions the work of Sister Mezzi von Klingenberg as painter and 
illuminator of vernacular texts (Leben der Schwestern zu Töss, 45, lines 29-30). 
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visionary experiences or its instigators. A prayer book from the convent of Mendingen 
dating from the period 1462-70, has an image of a lamb addressing a nun to which is 
appended the beginning of the Agnus Dei (FIG. 5.9). According to registers on 
conventual chronicles the lamb was a recurrent subject of nuns‘ visionary experiences 
regarding the Communion
932
. However, can these theories be applied to liturgical-books, 
with available models, rigorous standardized layouts and a communitarian use?  
 As happened with the production of images for devotional texts, the illumination 
of liturgical books also seems to have been a frequent activity among the Germanic 
observant nuns; however, the strict rules associated with the production of these books 
may have obstruct the development of a relationship with the text of the kind suggested 
by Winston-Allen. First of all, contrary to what happened with choir-books – which were 
meant to guide the performances in the choir -, devotional texts, namely in the case of 
prayer books – the kind most associated with idiosyncratic images – were of personal use 
and frequently illuminated by a nun for her own usage. As was developed in Chapter III, 
the copy and keeping of liturgical books was bound to a set of rules aimed to keep the 
books revised and in accordance with the order‘s official rite. During the thirteenth and 
fourteenth centuries it was usual practice to write the requirements for the copy in the 
front of choir-books
933
. Among those requirements was the need for all liturgical texts to 
be copied from a revised exemplar. Similarly, according to some regulations regarding 
Teutonic Dominican nunneries, free time was almost inexistent in the nuns‘ daily lives934 
and handiwork was bound to strict rules, which show that the nuns‘ freedom to create 
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 An episode of the life of Christina von Hane illustrates this quite well: When she was laying in the 
infirmary a priest brought her the sacrament in a pyx in which she saw a sleeping lamb with a little wreath 
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second Antiphonary from Poissy, The ms 0961/R66A ( State Library of Victoria, Melbourne) also contains 
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de Poissy. PhD Thesis.‘ (Department of Fine Arts, The University of Melbourne, 1995), 58). 
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 E. Ritzinger and H. C. Scheeben, ―Beiträge zur Geschichte der Teutonia in der zweiten Hälfte des 13. 
Jahrhunderts,‖ Archiv der Deutschen Dominikaner 3 (1941): 38: ―Poterit autem pars sabbati concedit, 
praesertim post nonam, sororibus, ut vacent a communi opera pro suis necessitatibus expendiendis. Sed 




texts or images outside the norms was very limited
935
. Nuns were forbidden to possess 
materials like pen and ink or needle and thread
936
, and could not work in isolation
937
. 
According to the words of a friar in the last quarter of the thirteenth century even the 
scribes were to work in the common room next to the others, and should only write when 
the convent was in need of books
938
.  
Next, I‘m going to analyse the work of some Portuguese Dominican nuns in the 
decoration of liturgical books which, as will be developed, does not always find 
correspondence in the themes usually treated in Christian art. However, some of these 
illuminations can be connected to the convents‘ communal memory, to narrative sources 
related to the nuns‘ spirituality, and possibly to artworks that embellished the nunneries in 
the fifteenth and sixteenth centuries. 
 
2.2.4. Nuns as illuminators in the Portuguese Dominican nunneries 
 
As has been addressed in Chapter III, there is only evidence for the production of 
manuscripts by nuns in two Portuguese convents (both Dominican): the Convent of Jesus 
in Aveiro (founded in 1461/5), and the Convent of Nossa Senhora da Anunciada in 
Lisbon (founded in 1518/9). In both cases the work of the nuns, who were also 
illuminators, has survived and is attested by the colophons of the books they have 
produced between the end of the fifteenth and the mid-sixteenth centuries.  
If nothing is known about the nun who produced some of the books from the Convent 
of Anunciada, signing under the name of ―Soror Antónia slave of the God‘s servants‖, a 
great deal of information contextualises the work of Isabel Luís and Maria de Ataíde in 
the Convent of Jesus in Aveiro. The Chronicle of the convent‘s foundation describes the 
first years of the community mentioning the founding of the scriptorium by Mécia Pereira 
- one of the founders -, before the official cloistering of the nuns as an observant 
Dominican nunnery in 1465
939
. Two young members of the community – Maria and 
Catarina de Ataíde -, the daughters of Mécia‘s co-founder, Brites Leitão, started learning 
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writing, illumination and chant from the friars of Santa Maria da Misericórdia in 1463; 
Friar Pedro Dias de Évora taught writing and illumination and Friar Estevão da Grande 
Memória was in charge of teaching plain song
940
. According to the chronicle the two 
apprentices also had the mission to teach other nuns
941
. By the end of the fifteenth 
century, the community counted at least with four nuns working in the scriptorium: Maria 
de Ataíde (1449-1525), Isabel Luís (1449-1542), Leonor de Menezes (d.1484) and 
Margarida Pinheira (b.1461)
942
. From this group, only Maria de Ataíde and Isabel Luís 
have signed illuminated manuscripts, and only Isabel Luís has identified herself as both 
writer and illuminator. 
Maria de Ataíde, who was one of the first apprentices in book craft, was also the third 
prioress of the community (p. 1482-1525). The books bearing her signature were 
produced in the period of her priory since she signs them as ―Prioress Maria de Ataíde‖. 
As already explained, according to her book‘s colophons the nun was only responsible for 
notating and writing them, and not their illuminator. From her five books, even though 
two are illuminated
943
, only one of them records the artist: the nun Isabel Luís
944
. The 
other, despite showing a painted scene of Saint Andrew opening the liturgical year, does 
not bear any mention to illuminators in its colophon (FIG. 5.10)
945
. However, Isabel Luís 
is unlikely to be the author of Saint Andrew‘s scene, since it seems to be the work of a 
more proficient artist (FIGs. 5.10; 5.15-5.19; 3.2; 5.22). A very similar hand was 
responsible for an illumination of the Nativity in the Gradual 6CD, whose handwriting 
may suggest that the book was written by Maria de Ataíde (FIG. 5.11). That hand also 
resembles the one of the second illuminator working along with Isabel Luís in her 
missal
946
, in 1481, meaning that a second artist might have worked regularly in the 
convent‘s books (FIG. 5.12). Knowing that Maria de Ataíde was among the first 
apprentices of book illumination, the hypothesis of her being the second, more proficient, 
illuminator should be considered.  Nevertheless, it could have also been the work of other 
nun from which we have no register today, since the first apprentices had the mission to 
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teach other nuns in the craft. Moreover, besides the Nativity scene, the Gradual 6CD 
presents also inhabited initials showing the work of a third hand – less proficient then the 
second – which means that at least three different illuminators might have worked in the 
convent‘s books (FIG. 5.25). 
Isabel Luís, an orphan related to a friar from the friary of Misericórdia, who joined the 
reclusion in 1451, at the age of 9, is remembered in the convent‘s obituary by the many 
choir-books she wrote
947
. When the several conventual offices were distributed among the 
nuns following the official enclosure in the convent, she was destined to learn chant and 
later appointed as mistress of the novices. Despite having signed only one of her books as 
illuminator, the nun seems to have also worked in the decoration of the books she signed 
only as a copyist, since they show the same technical struggles presented in her signed 
work (FIG. 3.2; 5.22).  
From a formal point of view, these nuns‘ work is in accordance with what happen in 
other manuscripts illuminated in fifteenth-century Portugal. The Portuguese production, 
although permeable to some Northern-European influences (Flanders and France), kept 
the austerity of the strong Cistercian roots alive, with its decoration being restricted, 
mostly, to penwork-filigreed initials. Painted margins and full illuminated pages were 
quite rare among the Portuguese monastic manuscripts until the sixteenth-century, when 
the convents under royal patronage benefited from the undertaking of King Manuel I in 
the production of illuminated manuscripts for his court
948
. When placed in alongside with 
other contemporary specimens, it can be seen that the books produced by the nuns of the 
Convent of Jesus follow the tendencies of their peers in their overall structure (FIGs. 
5.13-14). In general, these books, mostly choir-books, are quite regular in their contents 
and pictorial programs. As already mentioned, the choir-books‘ decorations – with some 
exceptions, like wealthy patronages – obey, mainly, to functional purposes, like the 
ranking of the feasts. However, even if most of the books produced by the nuns of the 
Convent of Jesus have nothing but penwork-filigreed initials decorating them, some 
specimens stand for their illuminated scenes with unusual themes.  
Although inspired by Northern-European models – following the tendencies of 
the Portuguese Christian art of the time -, the iconography of these books is marked by 
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unusual elements and an unsophisticated technique. Some of the compositions seem to 
owe more to written sources and less to iconographical models, depicting scenes that 
are rare not only among Western liturgical manuscripts, but also among iconographical 
sources of the time more generally. The antiphonary illuminated by Isabel Luís in 
1488
949
, shows a group of three scenes illustrating the feast of the Assumption of the 
Virgin (Figs. 5.15-19).
 
If the final scene, the Assumption itself, is a regular depiction of 
the theme (Fig. 5.18-19), the same cannot be said of the illuminations of the Dormition 
of the Virgin and The Virgin‟s tomb. Unlike the usual representation of the Dormition in 
Western art, this example (Fig. 5.16) lacks the apostles who are normally present. 
Instead, there are only four figures – three of them standing at the head of the bed, 
possibly the three main apostles, Saint John the Evangelist, Saint Paul and Saint Peter, 
who are usually to be found in this position. The fourth and more prominent figure, 
kneeling by the bed and apparently praying, looks like a Dominican nun and possibly 
represents the community. There is also an angel, kneeling at the centre of the 
composition, a common feature in Byzantine depictions of this scene but generally 
absent in Western art
950
. However, The Golden Legend mentions the presence of an 
angel and, as already noted, reading the legends of the saints was an important element 
in the nuns‘ piety951. It is therefore likely that written sources lie behind these scenes, 
combined with iconographical references. 
In the same way, the Virgin‘s tomb usually has a more complex iconography, 
often depicted together with the Assumption. Once more, the scene (Fig. V.17) lacks the 
apostles – who usually surround the open tomb, looking up. In this case, The Golden 
Legend is unlikely to be the source of the peculiarities of the image, since it records that 
after the death of the Virgin, the apostles stood around her tomb for three days
952
. The 
scene shows only a closed tomb in a garden probably intended to represent a hortus 
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conclusus, a common attribute of the Virgin coming from the Song of Songs 4:12: ―My 
sister, my spouse, is a garden enclosed‖953. References to this garden appear in all the 
three scenes represented. Due to its connections to the idea of enclosure, the theme of 
the hortus conclusus must have been of great importance to the nuns. This can be seen 
through other late-fifteenth-century examples, such as a miniature of the Assumption in 
a martirology
954
 from the Dominican nunnery of Kirchheim (FIG. 5.20), or an initial 
depicting female saints in an enclosed garden in a breviary
955
 from the Dominican nuns 
of Alsace (FIG. 5.21). 
Besides the three scenes of the Marian cycle, other unusual illustration adorns a 
page of a Ritual also written and illuminated by Isabel Luís in 1491
956
. The folio shows 
the community gathered around a tabula (rattle) (repeated at the bottom of the page), 
the instrument used to announce the death of a member, here used to illustrate a burial 
rite (FIG. 5.22). When this signal was heard, according to the text, the community was 
to gather around the deceased while intoning the Credo (the inscription at the foot of the 
page, accompanying the second image, is Credo in Deum)
957
. The fact that the rubrics 
appear in the masculine forms (i.g.: Cum frater penitus morti appropinquaerit) suggests 
that the original model for this manuscript belonged to a male community, probably the 
nearby friars of Misericódia. Although the depictions are direct illustrations of the text, 
the experimental character of the drawings, along with the rarity of illustrations among 
Rituals, makes it unlikely that the model would have had the same depictions
958
.  
Additionally, it is possible to see a rather traditional scene in a very unusual 
place: one of the three antiphonaries copied by the Prioress Maria de Ataíde shows a 
drawing of the crucifixion occupying the empty space left in the folio after the end of 
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the office for the Good Friday (FIG. 5.23)
959
. The book is the second volume of a set of 
three antiphonaries containing the feasts of the temporale in which this crucifixion 
represents the only figurative decoration in a program composed only of penwork-
filigreed initials. Therefore, once more, this drawing seems to be an addition to the 
decorative program presented by the original model. Additionally, scenes of this scale 
(it occupies 3/4 of the folio), although being extremely rare in Portuguese illumination, 
are usually represented inside big initials opening the main feasts. The subject seems to 
have been of great significance for the community as Jesus was the devotee of the 
convent‘s church, whose high altar was decorated with a crucifix. Additionally, the 
main altar of the nuns‘ choir was adorned with the crucifix that was used to preside to 
the procession that led the nuns to enclosure in the community‘s cloistering day (FIG. 
5.24)
960
. However, the drawing seems to not be a direct depiction of that crucifix as 
evinced by the differences between both artworks, namely regarding the arrangement of 
Christ‘s body in the cross and the loincloth. Despite representing a typical fifteenth-
century humanized Christ, with a dropping head and crown of spines, his body remains 
free of wounds, contrary to what happens in the choir crucifixion. We know through the 
chronicle that the suffering of Christ was a theme of major devotion in the community, 
especially in the case of Princess Joana who asked the sisters to read her the Passion on 
her deathbed
961
. The Gradual 6CD for the feasts of the temporale, which might have 
been copied by Maria de Ataíde, mirrors this late-medieval devotion to the suffering of 
Christ which was not observed only among the nuns
962
. The Gradual presents a scene of 
the crucifixion in the feast for the Corpus Christi that, although lacking naturalism, 
shows a great emphasis on Christ‘s wounds through the depiction of blood (FIG. 5.25). 
This miniature, like other scenes presented in this book, seems to have been the work of 
the third illuminator mentioned above. 
During the last thirty years of Portuguese manuscript studies the only study by 
art historians of this corpus before 2013
963
 was carried out in 1986
964
. It only analysed 
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the book with the best executed decoration, in a formalist approach, failing to 
contextualise it in relation to the other books, or the community to which they belonged. 
As shown in the previous examples, scholarship has now started to look at the nuns‘ 
works as intentional rather then naive, driven by a specific piety and influenced by the 
context in which they lived. The study of these illuminated manuscripts is in need of an 
approach in which the community and its features are taken into account as a particular 
environment in terms of manuscript production.  
 
2.2.4.1. Mirroring an Observant community: Reform, devotion and 
communal memory  
 
As previously exposed in detail, the Convent of Jesus was the second observant 
nunnery in Portugal, and mother-house to almost all the ones that followed in the first 
half of the sixteenth century. The pride to have been founded as an observant house and 
the strict observance of the Rule and Constitutions are two topoi in the convent‘s 
chronicle. The future nuns, guided by the hand of the observant friary of Santa Maria da 
Misericódia, willingly joined the Dominican observance in 1461. The community‘s 
founders and its most prestigious inhabitant – Princess Joana of Portugal (from 1472 to 
1490) - are pictured in the chronicle as models of sanctity for the nuns to come. The 
second part of the chronicle is a memorial of Princess Joana‘s life whose narrative is 
full of miracles.  Images found in Aveiro‘s manuscripts should also be read in the light 
of this observant environment and the will to provide examples for the future 
generations. Both the chronicle and the surviving manuscripts were produced decades 
after the convent‘s foundation in 1461 - (1480s-1525) -, probably in an attempt to keep 
the memory of the founders alive. The scene depicting the nuns, gathered around the 
tabula (rattle) that symbolises the death of a member, reinforces the sense of 
community, an ideal at the centre of the reform, constantly supressing manifestations of 
individuality
965
. In the same way, the depiction of a nun in the Dormition scene can be 
analysed as an example of the reward for a contemplative life – proximity with the holy 
-, in light of the numerous examples that can be also found among the male branch. 
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The presence of such illuminations of the narrative of the Virgin‟s Assumption in 
choir-books whose decoration rarely goes further then penwork-filigree, probably bears 
a deep meaning connected with the community‘s devotion to the Marian mystery. The 
way in which the scenes were painted in the bas-de-page leaves the impression that they 
were additions to the standard decorations presented by the original model. Although a 
common feature in illuminated manuscripts, painted scenes in the bas-de-page usually 
evince their planning in the overall pictorial program, both inserted in vignettes, and as 
part of a lower margin dully separated from the text. With the Assumption scenes, Isabel 
Luís seems to be simply using a free space of the page to add a token for the 
community‘s special devotion without being concerned with the overall decorative 
program. What could then lie behind this addition? 
As we have seen in the letter written by the Prioress Maria de Ataíde to a King‘s 
officer in Madeira in 1512, the nuns had specific requests for their devotional artworks, 
asking for a depiction of ―Mary when she salutes the angel, very honest and 
graceful‖966. It seems plausible that they would make a similar request to Isabel Luís 
regarding the office of the Assumption of Mary. Regardless of the mystery, Mary was 
the ultimate example to which the nuns should live by, holding, therefore, a special 
place in their devotions. However, the Assumption carried the meaning of the re-joining 
with Christ, a very important topic in a nun‘s life. Moreover, going through the 
convent‘s history, it is possible to learn that the mystery of the Assumption of the Virgin 
played an important role in their communal memory as it was the ancient Marian title of 
the house
967
. Its altar, with an image of Mary dressed in gold above a half-moon (like 
the depiction in the manuscript), stood in the first chapter-house, where the first nuns 
received their habits and the founders of the community were buried until the 
construction of a new chapter-house in the sixteenth century
968
. After the construction 
of the new chapter-house the old room was addressed as the ‗chapel of Our Lady of 
Assumption‘, or the ‗chapel of the founders‘. A door connecting the chapel to the 
cloister still bears the inscription: ‗Assumpta est Maria in coelum; gaudent angeli, 
laudantes benedicunt dominum‘ – the first antiphon of vespers of the feast of the 
Assumption
969
. The ceiling was later decorated with paintings of the mystery (missing 
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today), accompanied with biblical texts
970
. According to the description of the formal 
structure of the celling, typical of the seventeenth century – carved wood-work forming 
octagons containing the paintings -, it was probably an undertaking of Soror Margarida 
Baptista Tavares de Sousa around 1630, by the time she rearranged the floor of the 
chapel in order to better accommodate the burial sites of the founders
971
. The special 
importance of the mystery of the Assumption of the Virgin for the community is also 
suggested by the decoration of a processional made by Isabel Luís c.1489
972
. Here, the 
responsory Felix namque es sacra virgo, to be sung in the feast of the Assumption, 
opens with a golden capital surrounded by colourful vegetal motifs, a lavishness that is 
absent from the rest of the book (FIG. 5.26). Since the other surviving books only 
contain the temporale and, therefore, do not encompass the feasts for the saints, it is 
impossible to know whether or not the feast of the Assumption received the same 
treatment in other books. 
Hence, as explained above, the scenes depicted by Isabel Luís to illustrate the 
Feast of the Assumption of the Virgin do not restrict themselves to the usual theme 
chosen to depict the mystery in Christian Art (the moment of the Assumption). Besides 
being based on narrative sources, the scenes of the Dormition and The Virgin‟s Tomb 
may contain references to other artworks in the convent devoted to this part of the Life 
of the Virgin. The aforementioned booklet containing the registers of the nuns‘ 
donations to the convent mentions a breviary that came from Flanders ‗illuminated with 
gold and figures in the main feasts‘973 and a large golden retable, also with the same 
origin, with ‗the story of the Assumption of the Virgin Mary‘, as part of the dowry of 
the second Prioress, Leonor de Menezes, who joined the community in 1471
974
. Both 
the illuminated breviary and the retable may have provided references for the depictions 
of the mystery of the Assumption in the antiphonary of 1488.  
The formal aspects of these representations can be closely related to other 
images produced by nuns living under the influence of Observant Reform. As explained 
in this chapter‘s introduction, although the use of images was encouraged by the 
Dominicans on a didactic level, there was a concern about its exegetical content. This 
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was due to its connection with the instigation of mystical experiences difficult to control 
among the nuns. According to the reformers, images should be valued for the standards 
and virtues they could instigate in the nuns, showing them the reward for a 
contemplative life
975
. Several manuscripts illuminated in the context of the reform show 
the depiction of joyful, gracious pink-cheeked nuns alongside holy figures in colourful 
scenes. Among other examples, two copies of Ämterbuch (1455) by Johannes Meyer – 
the adaptation for the Dominican nuns of Teutonia of Humbert of Romans‘ Liber de 
instructione officialium – one from the convent of Maria Medingen (1483),976 and the 
other from the nunnery of Saint Catherine in Nuremberg (c.1460),
977
 exemplify this 
kind of reformist illumination in the initials inhabited by scenes that illustrate the offices 
within a Dominican female community (FIGs. 5.27-28).
978
 As already mentioned, the 
manuscripts illuminated by Magdalena Kremer in the Dominican Convent of St 
Johannes-Baptista in Kirchheim unter Teck, also show the same kind of images (FIGs. 
5.20; 5.6; 5.7). The surviving choir-books from the Florentine nuns of Santa Caterina da 
Siena, whose lavish inhabited initials have been attributed to Plautilla Nelli (FIG. 
5.31)
979
 show also decorations of the same kind referred here, stemmed from a less 
skilled hand (FIGs. 5.29-30). More examples in the same fashion can be seen in the 
books illuminated by the Cistercian nuns of Medingen (FIG. 5.32)
980
. 
The same features can be found in the books illuminated by Soror Antónia for 
the Convent of Anunciada in Lisbon. The close connection between the pictorial 
programs of the manuscripts by the two women raises the question whether the nuns of 
Anunciada could have learned to illuminate books from the nuns of Aveiro (FIGs. 5.15-
19; 5.33-36). We know that the community of Anunciada – composed of former 
Franciscan tertiaries – was reformed by a group of nuns from Aveiro in 1518/9 - 
including the illuminator Isabel Luís -, remaining under Aveiro‘s influence almost until 
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de seventeenth century. However, looking to the surviving corpus of choir-books from 
the Convent of Anunciada, one can see that the two first prioresses commissioned sets 
of choir-books to external artisans in the 1520s, which reduces the probabilities of the 
participation of nuns from Aveiro in the production of books for the recently reformed 
house. The first evidences for Soror Antonia‘s activity appear only in the mid-sixteenth 
century through the five choir-books she made for the convent (c. 1551). As already 
referred, the absence of documental sources regarding this convent – which was 
destroyed by the 1755 Libon‘s earthquake -, hampers a deeper analysis of its artistic 
production. It has been impossible, to this day, to find registers regarding the life of 
Soror Antónia in the convent. In fact, very little is known about this community‘s 
internal organization, let alone their engagement in artistic production.  
The works of Soror Antónia and Isabel Luís are closer in their simplistic 
technique and subjects then they are in terms of the scenes‘ composition, which 
excludes the hypothesis of a direct copy. Wishing to die in her mother-house, Isabel 
Luís was granted the permission to go back to Aveiro after ten years in Lisbon (c. 
1528/9), meaning that, by the time Soror Antonia was working in book illumination, 
Isabel Luís was far gone. Their similar techniques could simply have been the result of 
their lack of training similarly to what happens in several of the aforementioned 
artworks by nuns. However, Soror Antonia‘s representation of the Virgin‘s funeral in 
the bas-de-page opening the Feast of the Assumption of the Virgin suggests a further 
connection between the two houses due to its resemblances to Isabel Luís‘ decorations 
of the same feast
981
 (FIGs. 5.33; 5.17). Although both scenes have nothing in common 
but the subject, both are rare in Christian art. While Isabel Luís went for a symbolical 
depiction of the Virgin‘s funeral – with her closed tomb, alone in a garden -, Soror 
Antónia depicts an earlier moment of the legend, when the apostles are carrying the 
Virgin‘s coffin. 
Another composition in a bas-de-page - this time in the folio opening the Feast 
of all Saints -, brings attention to the nun‘s will of adding something to the standard 
pictorial program of the choir-book (FIG. 5.35-36): in accordance with the inhabited 
initial showing the depiction of the Virgin accompanied by male saints, Soror Antónia 
adds figures of female saints to the bas-de-page, labelling them with their respective 
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 (FIG. 5.36). This can be regarded as an adaptation of the pictorial program 
present in the original model - probably with origin in a male house -, to a female 
community, either by the nuns‘ request, or resulting from Soror Antónia‘s own volition. 
Far from being considered any kind of transgression - as the nuns‘ male superiors 
approved of the nuns‘ devotion to archetypes of female sanctity -, these illustrations of 
female saints in the opening folio of the choir-book certainly inspired the nuns who 
contemplated them during their performances of the Divine Office. A scene of the same 
kind can be seen in the aforementioned breviary from Alsace as an illustration of the 
Psalm 97 (FIG. 5.21). Other scenes by Soror Antónia present recurrent themes of 
monastic illumination, showing how the nun struggled to emulate the typical sixteenth-
century motifs present in the choir-books commissioned to professional artists; this can 
be seen especially in which concerns ornamental drawings like fruits, birds and the 
vegetative motifs (FIGs. 3.5-3.7; 5.37-39). 
 
 
3.  Choosing images – whose choice?  
 
3.1.Images by nuns and images for nuns 
 
The majority of the books from the convent of Anunciada that came down to us 
were commissioned to external artisans
983
. Despite obvious disparities in regard to the 
technical quality of their pictorial programs, the decoration of both the books of external 
commission and ones from internal production, respects the same sixteenth-century 
language in which the margins were filled with painted birds, fruits and vegetative 
motifs (FIGs. 5.37-40)
984
. The overall structure is also the same; if the majority of the 
books received only penwork-filigreed decorations - that reach a higher degree of 
                                                 
982
 BNP, LC, 132 (c. 1551), f. 1. Saint Catherine of Siena, Saint Apollonia, Saint Irene of Tomar, Saint 
Lucy, Saint Agatha, Saint Martha, Saint Mary Magdalene, Saint Catherina of Alexandria, Saint Agnes, Saint 
Cecilia, Saint Margaret, Saint Dorothy, Saint Barbara. 
983
 The first prioress Joana da Silva commissioned three choir-books to the chaplain João Fernandes 
between 1524 and 1525 (BNP, LC 109; BNP, LC 110 and BNP, LC 112). The second prioress, Beatriz de 
Menezes, also commissioned at least two choir-books to an unknown artisan around 1528 (BNP, LC 113; 
BNP, LC 114). For further details see chapter III, page 110. 
984
 Portuguese illumination from the first half of the sixteenth century mixes the Northern-European 
influence of the school of Ghent and Bruges (seen in the painted margins inhabited by vegetative motifs, 
birds, flowers and fruits) with the Italian candelabra and grotesques. (About this see: Sylvie Deswarte, Les 
enluminures de la Leitura nova, 1504-1552. Étude sur la Culture Artistique au Portugal au temps de 
l‟Humanisme., Paris (Fundação Calouste Gulbenkian, 1977).  
206 
 
complexity in the opening of the major feasts -, a few books stand out for their painted 
decoration with inhabited initials and painted margins opening the main feasts. 
However, as seen in the works by Isabel Luís, books by Soror Antónia also stand out for 
the little additions to the traditional pictorial programs: contrary to what happens in the 
commissioned books, the nuns‘ depictions are not always circumscribed to the opening 
folios of the major feasts; in a few cases it is possible to see representations of the 
Virgin and the nuns inhabiting the interior of initials throughout the books.  
In terms of decoration the feasts of the Virgin are clearly highlighted by the nun 
in her antiphonary for the santorale – following the Assumption, the Nativity of the 
Virgin receives the major effort by Soror Antónia who tries to emulate a scene of the 
Virgin‘s birth inside the opening initial of the feast (FIG. 5.41). After a few folios, in 
the same feast, the figure of Mary, dressing in blue under the inscription ―tutta pulchra 
est amica mea‖ inhabits the ―u‖ from the ―ut‖ in the chant ―sicut spina rosam genuit 
judea mariam ut vitium virtus operit gratia culpam‖ (FIG. 5.42). The choice of this 
particular letter has to do with its position in the inferior corner of the folio, which made 
it easier to work on. The choice of this chant, however, seems more intentional as the 
graceful figure of Mary (―totta pulchra‖) illustrates the rose generated from the spines 
invoked by the chant.  Likewise, the office for the Assumption of the Virgin receives 
another depiction of Mary opening the chant ―Assumpta est maria in caelum‖, in which 
we can see a bust of the Virgin elevated by angels in association with the text (FIG. 
5.43). In this particular case, Soror Antónia inserts a painted figure inside a pen-worked 
initial, a quite uncommon feature in manuscript decoration. The folio opening the feast 
of Saint Dominic, the order‘s patriarch, also receives a special effort regarding 
decoration. Here the nun struggles once more to replicate a traditional depiction of the 
saint with his attributes and fails to produce the desired effect of perspective in the 
background (FIG. 5.44). However, contrary to what happened in the illuminated books 
destined for the male branch, here the Virgin – the nuns‘ ultimate exemplum - takes 
precedence over the founder, Dominic, receiving more attention from the nun regarding 
decoration. 
However, the representations of the Virgin and other female saints are not the 
only references in Soror Antónia‘s books concerning the way to reach a virtuous life as 
a nun. In an undated antiphonary for the temporale
985
, we can see two cadelée initials 
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inhabited, respectively, by a nun reading and a nun playing the organ (FIGs. 5.45-46). 
If the first refers to the readings, the second refers to the celebration of the Divine 
Office, two central activities of the nuns‘ piety, highly regarded by the Observants. The 
presence of painted figures like birds and faces inside the cadelée initials was a common 
feature of sixteenth-century choir-books and can be seen all over Soror Antónia‘s 
books. 
However, what happened in the case of the illuminated manuscripts 
commissioned by the prioresses to external artisans? As seen in Chapter III, the 
colophons in some of these books are very detailed regarding the efforts of these 
women towards the acquisition of choir-books for their communities: but did these 
commissions contained instructions regarding the book‘s decoration? Unfortunately the 
absence of documents regarding book commissions hampers the chances of answering 
this question with certainty. We have seen, however, that in what concerns other media 
like panel painting, nuns have found their way to provide artists with instructions, not 
only about the subject of the artworks, but also regarding its composition. Is it plausible 
to assume that the same happened in the case of illuminated manuscripts, in which the 
choice of which scenes to depict, as seen by the exemplars made by Isabel Luís and 
Soror Antónia, seems to have been a relevant matter?  
Looking into the pictorial programs of the commissioned manuscripts it is 
possible to find elements connected to the female monastic life, or the communal 
memory of the convents. The books commissioned by Joana da Silva, first prioress of 
the Convent of Anunciada, to the cardinal‘s chaplain between 1424 and 1525, contain a 
very restrict pictorial program showing the presence of painted decorations in some of 
the opening folios of the main feasts of the liturgical year. Being devoted to the feasts of 
the temporale, two of the three commissioned volumes
986
, encompassing the chants for 
the masses from the Advent to Easter, show the presence of painted scenes in the two 
major feasts of the Lord: Nativity and Resurrection (FIGs. 5.37-38). The third 
volume
987
, containing the chants for the masses of the santorale throughout the 
liturgical year, constitutes an excellent basis for comparison regarding the decoration of 
each of the feasts of the saints. However, contrary to what might be expected, only two 
of the feasts received major decorations: The Annunciation and the Feast of Saint 
                                                 
986
 BNP, LC 109 and BNP, LC 110. 
987





. The two subjects, as shown in the chapter regarding the Dominicans and the 
use of image (Chapter IV), are among the most represented in Dominican art, bearing 
no special connections to any gender. However, the scene decorating the feast of Saint 
Dominic shows a group of Dominican nuns around an image of the founder, which 
stands above them in a niche (FIG. 5.47). This scene, which was certainly not present in 
the original model in the case of its belonging to a friary, shows a concern in directing 
the book to its commissioners. Nevertheless, whether this resulted from a specific 
request of the commissioner or not, is difficult to know.  The absence of painted scenes 
in some of the feasts that received major attention from Soror Antónia – like the 
Assumption and the Nativity of the Virgin
989
 -, suggests that this manuscript‘s pictorial 
program was not specifically designed by the nuns. Financial reasons can also lie 
behind a restriction on the number of inhabited initials; as mentioned in the colophon, 
the book was paid with money left by a woman named Maria Freire to the community.  
The commissions of the second prioress, Brites de Menezes (p. 1528-69), three 
years later (c. 1528), may help shed some light on this matter. Brites de Menezes 
commissioned two antiphonaries for the temporale
990
 - encompassing the offices from 
the Advent to the Epiphany -, which decoration is based only in penwork-filigree. The 
corpus of the surviving books also includes four Antiphonaries from the santorale
991
 - 
previously in two volumes later bound separately, that also present a decoration based 
only in penwork-filigreed initials. Although not provided with colophons, both books - 
whose decoration and handwriting are typical from the first half of the sixteenth century 
-, were probably commissioned during Brites de Menezes‘s long priory (1528–69)992, as 
they contain the feast for Saint Antoninus, canonized in 1523, and maintain the 
Translation of Thomas Aquinas, abolished in  1551
993
. In these cases the nuns seem to 
have made no requests for figurative illumination at all.  
The same happens with the books commissioned by Joana Correia, the founder 
and first prioress of the Convent of Paraíso in Évora, to the Dominican Friar Tomás de 
Toledo, in 1527
994
. Concerning decoration, the two antiphonaries containing the feasts 
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for the santorale bear only penwork-filigreed initials. As for the four books 
commissioned by the second prioress, Margarida Grã
995
 – two graduals and two 
antiphonaries devoted to feasts of the temporale -, the participation of professional 
painters probably working also in the royal program of Leitura Nova, seems to have 
highly influenced the books‘ pictorial program in the major feasts996. Contrary to the 
overall content of the book - whose decoration obeys to a scheme of simple penwork-
filigreed initials -, the margins of the folios opening the main feasts of the temporale 
contain, similarly to what would happen in the books of Leitura Nova, sacred and pagan 
painted scenes like the Binding of Isaac, a scene of the Original Sin, or a Bacchic ritual 
(FIGs. 5.48-50; 3.13)
997
. However, the community to which the books are destined is 
not disregarded in the pictorial programs which incorporate, at least in one of the books, 
explicit references to its communal memory: The scene inhabiting the initial that opens 
the feast of the Pentecost in one of the two antiphonaries, made in 1539
998
, shows the 
depiction of a Dominican nun and an old noble man along with the apostles in the 
Pentecost (FIG. 3.16-17). As mentioned before, the man, represented once more in a 
medallion in the inhabited initial, is probably the convent‘s main patron, Álvaro da 
Costa, who died in 1540. The royal family – King João III (r. 1521–57), his wife 
Catarina and his son and heir, Infante João -, also deserves a place in one of the painted 
margins of the book (FIG. 3.14), probably in appreciation to the crown‘s support to the 
convent.  
 The four surviving sixteenth-century books from the convent of Nossa Senhora da 
Saudação in Montemor-o-Novo are also very poor regarding decoration showing no trace 
of figurative illumination (Appendix II: Table 1). As happened with the books 
commissioned by the nuns of Paraíso to the Dominican Tomás de Toledo in 1527, the 
books from Montemor-o-Novo present only penwork-filigreed initials signalling the 
major feasts of the calendar (FIG. 5.51-52). Unfortunately, no information has been 
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In sum, the majority of the books commissioned to external artisans or friars, seem to 
have resumed their decorative programs to penwork-filigreed initials lacking the 
personalisation present in the books decorated by the nuns themselves. Could this mean 
that the nuns did not have a saying in the decoration of the commissioned manuscripts? 
Or only that, due to more practical reasons, such as the lack of access to illuminators or 
financial constraints, it was not possible to commission illuminated books? Unfortunately, 
those questions will have to remain open until further evidence cames up. 
 
 
3.2. Images for friars and images for nuns: Different missions, different 
messages? 
 
Regarding the regulations on the use of image and ornaments in Dominican Order, 
it has been shown through the previous chapter that, despite committed to uphold the vow 
of poverty in the early days of the order, the Preachers have shown a gradual adherence to 
sumptuous buildings and great artistic commissions. This was mainly connected to the 
order‘s effort to legitimize themselves among the traditional monastic orders and 
consolidate their territorial power. We have also seen that, despite the decision to banish 
the use of gold letters in Dominican books in 1239, there were no specific regulations on 
book ornamentation, and that liturgical books, due to its role on the liturgical 
performance, were seen by Humbert of Romans as a liturgical object expected to bear 
some degree of beauty. On the other hand, regarding books for study, the Dominicans 
should avoid aesthetical concerns and focus their efforts on the accuracy of the text. 
When analysing the liturgical books from male communities that have survived 
until today in Italy, it has been possible to learn that both before and after the observant 
reforms, Dominican friaries did not show restraints in the use of gold. The creation of a 
prototype for the fourteen liturgical books containing the liturgy revised by Humbert of 
Romans in 1265, help to shed some light on what Dominican superiors expected of their 
liturgical books regarding decoration. However, as was exposed, local trends and the 
economic situation of the convents marked not only the aesthetics of the prototype, but 
also the aesthetics of Dominican books in general. The same seems to be true for the 
liturgical books produced for the female branch of the order since, as has been shown 
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above, the books from the Portuguese Dominican nunneries are deeply connected to the 
regional manuscript production of the time in their overall structure.  
Contrary to what happened with the nuns, Dominican friars were rarely involved 
directly in the illumination of their liturgical books in the cases that have been analysed 
here: Santa Maria Novella‘s obituary does not mention illuminators until the fifteenth 
century and the great majority of Italian liturgical books were illuminated by lay artists. 
The same has been proved for the friary of Saint Jacques in France, main diffuser of 
revised liturgical books in the province of France after Humbert‘s revision1000. Cases like 
Fra Angelico, who worked in its convent‘s books as an illuminator seem to be rare. On 
the contrary, following the Observant Reform, the involvement of the nuns in the 
production of liturgical books seems to have increased not only due to the necessity of 
providing new books for the newly reformed convents as soon as possible, but also 
because the work in the scriptorium was considered by the reformers as an honest labour 
that, along with other crafts, helped keeping the nuns away from idleness. Dominican 
friars, in turn, due to its mission of itinerant apostolate, should devote most of their time 
to study and preaching which, as we have seen, reduced their time for other activities; 
regulations regarding book copying in the friaries were set towards the limitation of the 
friars‘ time in the scriptorium for the sake of study. Considering this, it seems plausible to 
suggest that nuns might have developed a more personal way of decorating their books as 
suggested by Winston-Allen, not only for vernacular texts – whose absence of guidelines 
opened the way to a certain artistic freedom -, but also in the case of liturgical books, 
copied with the guidance of a model -, to which the nuns seem to have add their own 
visual needs. 
However, a comparison between images produced for friars and images produced 
for nuns can be a misleading task since, regardless of gender issues, those can be highly 
influenced by a variety of factors such as local devotions, local artistic trends, lay 
patronage and the economic conditions of each religious house. Especially in the case of 
illuminated manuscripts, such comparison must also consider that different kinds of books 
bear different kinds of images: the choice of subjects, as previously explained, depends 
mainly, and regardless of gender, on the content of the book. In the books concerning the 
feasts for the temporale (the round of services through the year) subjects tend to be 
connected with the feasts of the Lord and the biblical narrative; in the other hand, the 
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books concerning the santorale (the services for the saints)
1001
, show the lives and 
portraits of the saints as the main theme of their pictorial programs. Moreover, regarding 
book illumination, book size should also be considered since, the smaller the book, the 
smaller the space for the artist to develop the scenes. Bigger books like choir-books tend 
to bear more elaborated scenes when compared to smaller books such as breviaries, 
collectars or processionals. 
In this particular case, a careful analysis is of high importance, since the lack of 
surviving exemplars representing both genders of the order in the same regional 
environment forces us to work with distinct realities of artistic production – namely 
Central Italy and Portugal. Unfortunately, the absence of surviving manuscripts from the 
Portuguese friaries, along with the scarcity of illuminated books from the Italian 
Dominican nunneries, hampers this analysis. Regardless of the different artistic trends to 
which each of the regions were exposed, Italian manuscripts, when compared to the ones 
produced in Portugal, tend to present a higher degree of lavishness indifferently of their 
kind and provenience - which could provide deceiving results in a comparison between 
books from both regions. In order to tackle this hurdle I will try to make a brief 
comparison based only on the different uses of image in liturgical books from both 
genders, using also examples of artworks in other media. Other issues such as technical 
quality, the lavishness and extension of the pictorial programs, or iconographical models, 
cannot be discussed under such distinct production environments.  
 
a) The founder 
 
As presented in the previous chapter, the choice of subjects in liturgical book‘s for 
Dominican friaries bears witness to the predominance of the founder, the Virgin (the 
order‘s protectress), and the first saints of the order – namely Saint Peter Martyr and Saint 
Thomas Aquinas. Like happened in other media, choir-books for friars show an emphasis 
on the Dominican mission of apostolate - through the glorification of the founder‘s life -, 
and the doctrinal character of the Order - currently symbolized through Thomas Aquinas 
since the early fourteenth century. This can be seen by the predominance of themes such 
as Dominic‘s mission of apostolate (the reception of staff and book from Saint Peter and 
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Saint Paul was recurrent theme in Italian choir-books) (FIG. 4.21), and Dominic as an 
intermediary between God and the mankind (seen when Dominic invites mankind to seat 
in the Lord‘s table, or when the founder is introduced to God by Mary as its intermediary 
on Earth) (FIGs. 4.18, 4.24). The doctrinal character of the order is also highly present in 
the pictorial programs of Dominican books for friaries as shown by the presence of scenes 
of Dominicans preaching or teaching (FIGs. 4.19 -20, 4.33, 4.3), from which the folio 
decorated under the theme of Thomas Aquinas‘ lecture, in an antiphonary from San 
Domenico in Fiesole, is the most complex exemplar. 
As would be expected, books for nuns tend to mirror different concerns connected 
to their distinct mission. The friars‘ apostolic mission differed from the nuns‘ 
contemplative life of increasing seclusion which was translated in the different models of 
behaviour perpetuated in the images produced for and by both genders. Therefore, the 
Virgin and the virgin saints - the archetypes for the perfect nun -, themed the majority of 
the few scenes depicted in the nuns‘ liturgical books that have survived in Portugal. 
However, as will be addressed further, male saints are still dully represented in artworks 
for female Dominican convents, especially in the case of the founder, Dominic. 
Nevertheless, contrary to what happened in the books for the Italian Dominican friaries, 
the representations of the Saint in the analysed books for nuns tend to focus less on his 
apostolic mission, and more in his role as the patriarch of the order. Here, the saint is 
either simply portrayed standing with his attributes or as the father of the Dominican 
order. This can be seen, for instance, in Soror Antónia‘s antiphonary (FIG. 5.44)1002, and 
in one of the books commissioned by the Prioress Joana da Silva for the Convent of 
Anunciada in Lisbon, showing the saint venerated by Dominican nuns (FIG. 5.47)
1003
. A 
collectar written by Angela Rucellai in San Jacopo di Ripoli
1004
 bears also a portrait of 
Dominic with his attributes in the opening of the saint‘s feast (FIG. 5.53); however, being 
a small book, a collectar naturally has less space to develop elaborated scenes which can 
be the single reason for the simple depiction of Dominic in Angela Rucellai‘s book. 
Moreover, a very similar representation of the saint can be seen in a collectar from the 
friary of San Marco
1005
 (FIG. 5.54) which choir-books – a much bigger format -, present 
more elaborated scenes devoted to the saint‘s life and mission (FIGs. 4.28-29).  
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 Looking to other media we can also see the reflection of the different missions in 
both genders of the order. Ann Roberts‘ analysis of some of the artworks commissioned 
for the nunnery of Saint Dominic of Pisa shows that, despite their resemblance to the ones 
held in the friary of San Marco, the works for the nunnery were adapted to the nuns‘ 
distinct mission
1006. For instance, the fresco that once stood in the nunnery‘s refectory1007 
seems to have emulated Fra Angelico‘s Crucifixion in San Marco‘s chapter-house (FIG. 
4.14) despite some interesting differences that give both artworks distinct meanings: in 
San Marco‘s crucifixion, the figures grouped around the cross include not only 
Dominican saints but also important figures of other orders, while in San Domenico the 
figures above the cross include only Dominican figures and the nuns themselves (FIG. 
5.55). As noted by Roberts, San Marco‘s fresco places the Dominicans in the history of 
monasticism, while San Domenico‘s artwork places the nuns in the history of the order. 
Contrary to what happened in a friary‘s chapter-house, which was used to receive guests, 
both from laity and other orders, and to hold legislative gatherings, a nunnery‘s refectory 
was only frequented by the community and, once in a while, by their superiors
1008
. While 
friars used art to legitimate their place among monastic orders and ecclesiastical power, 
nuns used art to legitimate their branch within the order.  
Another fresco that stood over a door in the same wall as the Crucifixion shows 
Saint Dominic urging for silence while holding a bundle of reeds (an instrument of 
discipline) (FIG. 5.56). As happens with the Crucifixion this fresco also resembles a 
fresco from San Marco in which Saint Peter Martyr, holding a book, asks for silence 
above the door to the sacristy
1009
 (FIG. 5.57). As noted by Ann Roberts
1010
, despite the 
similarities, both frescos bear distinct meanings connected to their different audiences: 
while Saint Peter Martyr faces his brothers in a frontal depiction, asking for silence for the 
sake of study; Saint Dominic is represented as a more distant figure, while holding an 
instrument of discipline. The saint appears as a threatening figure to the viewer, as if 
asking for silence for the sake of obedience
1011
. Silence and obedience were two of the 
most important things in the life of an observant Dominican nun as attested by the 
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, especially in the refectory in which the sisters should eat and meditate 
while listening to the reader. The silence imposed by Saint Dominic‘s fresco contributed 
for the nuns‘ meditation instigated both by the reader‘s words and the Crucifixion scene in 
which they were represented. 
 
b) The exempla: Specular images 
 
It has also been analysed how Dominicans made use of art for didactic purposes. 
The artworks analysed in Chapter IV bear witness to the importance of learning by 
example in the Dominican friaries - San Marco‘s frescoes echoe how images bore distinct 
messages according to the different audiences and spaces of the friary. The same can be 
seen through the refectories‘ frescoes in the nunnery of San Niccolò in Prato. Here the 
refectory destined to the professed nuns was themed with images that called both on the 
nuns‘ condition and Christocentric piety, while the novices‘ refectory presented a pictorial 
programme designed to inspire their path towards profession
1013
. The professed nuns 
gathered in the refectory in the presence of a Crucifixion flanked by a Flagellation and an 
Enthroned Virgin and Child between Saints, whose composition includes an image of a 
grated window (FIG. 5.58). The window, placed in the centre, above the Virgin, is 
probably an allusion to the Madonna delle Carceri, a miraculous image painted next to a 
window in Prato‘s prison. Along with the Virgin are Saint Leonard, protector of the 
prisoners and Saint Stephan, protector of Prato. Through this fresco the nuns were able to 
pray, from within, to the miraculous image on the outside
1014
. However, as noted by 
Annabel Thomas, this fresco seems to have a double meaning, since it can also be a 
reference to the nuns‘ seclusion1015. Therefore, when gathering in the refectory, the nuns 
were invited to meditate both on their condition, through the enthroned Virgin – the 
order‘s protectress and the ultimate example of the perfect nun -, and the example of 
Christ‘s suffering and endurance through the Crucifixion and Flagellation. 
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The novices‘ refectory, on the other hand, offered the future nuns a more didactic 
pictorial program that conveyed a number of lessons related to the path towards professed 
life (FIG. 5.59). A feast presided by Saint Dominic, and gathering friars and masters of 
theology, makes reference to the miracle of the loaves, in which Dominic filled the empty 
baskets of his Bolognese companions with bread. Above the scene, a professed nun 
kneels accompanied by a novice as if instructing her on Saint Dominic‘s deeds. On the 
upper right-hand side of the wall, examples of female virtuosity connected to the theme of 
celestial marriage remembered the novices of the meaning of the vows of profession: here 
is depicted Saint Catherine of Alexandria accompanied by a kneeling professed nun, and 
also Margaret of Antioch, who chose a celestial marriage over an earthly one
1016
. As for 
the left-hand side, a group of scenes conveyed a message on the rewarding of a life of 
virtue. This is shown through the depiction of a novice in supplication to the figure of 
Archangel Gabriel, weighing the souls of the blessed, and a figure of Saint Vincent Ferrer 
who, during his life, preached about the need to fear God
1017
. 
As seen through the examples above, images were used not only to instruct the 
noviciate but also to inspire their professed members. Choir-books, like monumental 
painting, were also among the media used to perpetuate those messages among both 
genders. As the miniatures of Dominic‘s apostolic mission inspired the friars to follow 
their founder‘s path, the representations of female saints in choir-books remembered the 
nuns beholding them of the way to reach a virtuous life. This concern can be seen through 
the depiction of a row of female saints in the bas-de-page of the opening folio of the 
feasts of All Saints in Soror Antónia‘s antiphonary1018, or in the breviary from Alsace1019 
showing female saints in a hortus conclusus - a reference to the nuns‘ enclosure (FIGs. 
5.36, 5.21). Similarly, the initial singling the feast of All Saints in a maritrology from 
Kreichheim, shows Christ surrounded both by male and female saints
1020
. Scenes depicted 
in choir-books conformed not only to the text that was being sung, but also to other 
images decorating the nuns‘ choir; it is possible to know, for instance, that frescoes of the 
figures of virgin saints, such as Saint Agnes, Saint Eulalia, Saint Ursula and Saint 
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Catherine of Alexandria, once decorated the walls of the choir in San Domenico of 
Pisa
1021. However, as happens in Soror Antónia‘s antiphonary1022, not only the virgins are 
emphasised, since Mary Magdalene - to which the Dominicans were particularly devoted 
-, takes also a special place on the choir of the Pisan nuns
1023
.  
Although no registers have survived to tell us about choir decorations in the 
Portuguese Dominican nunneries, the mention of some sixteenth-century panels bearing 
virgin saints among the artworks given by patrons to the Convent of Jesus of Aveiro, 
suggests how, as happened in the nunneries of Central Italy, the images of the virgin 
saints were also important in these nuns‘ piety1024. Among the surviving artworks from 
the convent there is also a sixteenth-century panel from Saint Catherine of Alexandria 
(FIG. 5.60). It is also possible to know through the documents concerning the suppression 
of the demolished Convent of Paraíso in Évora
1025
 that the nineteenth-century choir was 
furbished with thirty-five panels of saints, also including the female virgins (Saint Lucy, 
Saint Catherine of Siena, Saint Barbara, Saint Ursula and Saint Teresa) among other 
saints such as the Dominican male saints and the apostles
1026
. The inventories are very 
poor regarding the characteristics of each artwork, making reference only to the subjects 
depicted and saying nothing about the size, format or chronological period; however, 
regardless of chronology, this scenario shows how important it was for the nuns to keep 
the choir furbished with devotional imagery. The choir was also frescoed in the eighteenth 
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c) The Virgin Mary 
 
It has also been noted in the previous chapter how the Dominican art echoes the 
Preachers‘ devotion to the Virgin. Alongside with Dominic, the Virgin is the most 
notorious presence in the analysed artworks coming from both genders. The Preachers‘ 
reverence to the Virgin is reinforced in the female branch of the order through the 
significance of the example provided by Mary, for she was the archetype for the perfect 
nun. Saint Catharine of Alexandria‘s panel in San Domenico of Pisa evinces this through 
the depiction of a little scene of the Virgin‟s Coronation at the top of the main panel1028. 
As pointed by Anne Roberts, the representation of the Virgin at the top, receiving the 
crown from Christ, both as sponsa and mother, shows how Mary represents the highest 
level of virtuosity aspired by all virgins, including Saint Catherine. Catherine of 
Alexandria‘s martyrdom, represented in the predella, in the other hand, remembers the 
nuns that suffering must be endured to reach that higher level
1029
. 
As we have seen, the Virgin is the subject in the majority of the few scenes 
depicted in the Portuguese manuscripts coming from Dominican nunneries. Both Isabel 
Luís and Soror Antónia seem to have made an effort to produce images of the Virgin‘s 
life for their choir-books, namely in the case of the Assumption of the Virgin. This seems 
to have been a mystery of great devotion in both communities which, as have been 
showed, shared the same background. Furthermore, the Assumption is also the only 
Virgins‘ feast to receive one of the five inhabited initials in Angela Rucellai‘s collectar for 
the convent of San Jacopo di Ripoli (FIG. 5.61)
1030
. This mystery, sometimes associated 
with the Coronation, represented the re-joining of Mary with Christ, a much desired 
union by the nuns, which may also lay behind the pictorial emphasis on this episode of 
the Virgin‘s life.  
Mary was also seen as an inspiration for the nuns‘ devotion to handiwork which 
was reflected both through textual and iconographical sources showing the Virgin‘s 
devoted to such labours
1031
. In the fifteenth century, images of the Virgin devoted to 
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labours such as embroidery or spinning became increasingly common among nuns, who 
could imagine themselves working alongside Mary while performing those labours
1032
. 
Soror Antónia‘s depictions of nuns reading and playing the organ bore the same kind of 
message to the nuns beholding the pages of their choir-books (FIGs. 5.45-46); those nuns 
were confronted with the example of their peers and instigated to proceed accordingly. 
The figure of the Virgin is also a constant presence in liturgical books from the 
male branch of the order, appearing not only in the feasts devoted to her, but also 
accompanying Dominic‘s depictions in the founder‘s day, in allusion to the close 
relationship between the two. The Preachers reverence to the Virgin is also expressed 
through the depiction of friars kneeling at Mary‘s feet (FIGs. 4.23) and through the 
emphasis in the decoration of her images. This can be seen in Fra Angelico‘s Missale di 
San Domenico – in which the friar signals the feast of Anuntiation with a lavish inhabited 
initial in a golden background that stands among the thirty initials of the same kind (FIG. 
4. 32); or in San Marco‘s collectar, which pictorial program pronounces the role of the 
Virgin among the Dominican main saints (FIG. 4. 35).  
The Enthroned Virgin with Saints was a privileged theme among the male branch 
of the Dominicans, as can be seen not only in their churches‘ altarpieces, but also in 
private zones of their convents, as seen through the case of San Marco. This Dominican 
tradition seem to have been shared with the female branch of the order as seen through the 
commissions of altarpieces of the Enthroned Virgin with Saints for several Tuscan 
nunneries such as San Clemente in Prato and San Domenico of Lucca
1033
. The altarpieces 
from the convents of San Domenico of Pisa and San Pier Martyr in Florence show, 
however, how the artworks‘ compositions were slightly changed to include female figures 
among the male saints accompanying the Enthroned Virgin. If in the case of the altarpiece 
from San Pier Martyr‘s outer church (c. 1423) this happens only in the predella1034(FIGs. 
5.62-64), in the Pisan artwork (1404) the inclusion of female saints happens in the main 
panel. Flanking the Virgin, in the viewer‘s‘ right side, it is possible two see Saint Dominic 
accompanied by Mary Magdalene, while the left side shows John the Evangelist and 
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Brigita of Sweden dressed as a nun (FIGs. 5.65)
1035
. In addition to that, the predella 




d) The male saints 
 
Although less represented in the analysed books from female convents, male 
Dominican saints were also part of the nuns‘ devotions as attested by some of the panels 
and imagery that adorned the Convent of Jesus in Aveiro in the fifteenth and sixteenth 
centuries
1037
. The Museum of Aveiro holds a panel of Saint James reverenced by a 
Dominican nun (FIG. 5.1) and a panel of Saint Dominic (FIG. 5.2), both offered to the 
convent by Beatriz de Meneses, Countess of Feira, whose daughter, Cecília de Menezes, 
professed as a nun in 1505. The nuns were especially devoted to Saint James and Saint 
Simon, both invoked against the plague, a disease that affected the community several 
times. In the late-fifteenth century, Soror Brites de Noronha‘s family commissioned a 
retable of Christ reverenced by Dominican nuns, flanked by the two saints, now in the 
Museum of Aveiro
1038
 (FIG. 5.68). According to the booklet that registers some of the 
gifts given to the convent, Brites de Menezes also gifted the community a retable of Saint 
Vicent Ferrer and Saint Catherine of Siena. The same account mentions a retable of Saint 
Dominic and Saint Augustine commissioned to the Chapel of Saint Augustine by Princess 
Joana, and two figures of Saint Peter Martyr brought by Clara da Silva when she joined 
the convent in 1477
1039
. 
Among the male saints, nuns were especially devoted to John the Evangelist, who 
despite his gender was considered a sponsa Christi
1040
.  According to Jeffrey Hamburger, 
miniatures encompassing scenes of the saint‘s life are a common feature in illuminated 
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manuscripts from Dominican nunneries in the German speaking regions, and extremely 
rare in male convents (FIG. 5.6)
1041
. A panel of the saint can also be seen among the 
fifteenth-century paintings coming from the Convent of Jesus in Aveiro (FIG. 5.69). 
Moreover, as can be seen through the martirology from Kreichheim - which shows 
a miniature of Dominic preaching -, preaching scenes were not exclusive to the male 
branch since, listening to the friars‘ sermons was part of the nuns‘ activities. Additionally, 
as already mentioned, preachers were highly regarded in the fifteenth century. However, 
the preaching scenes certainly had distinct meanings according to their distinct audiences: 
while friars probably saw it as an instigation to study in order to become better preachers; 
nuns - who could not perform that task -, might have faced these scenes as instigators of 
reverence to their spiritual advisers. 
              
*** 
 
As shown above, regardless of gender, the Dominicans used images mainly for 
didactic purposes, both before and after the Observant Reform. However, the choice of 
those images seem to have been connected not only to Dominican traditions, the 
communities‘ history, and local trends, but also to the distinct missions of both genders of 
the Order‘s members. While the friars, who received lay visitors and members from other 
orders, seem to have shown deeper concerns regarding the recognition and power of their 
order through the artworks exposed in the public spaces of their friaries, nuns‘ efforts 
seems to have been set only towards the legitimization of their branch in the Dominican 
Observance. However, artworks displayed in both gender‘s private spaces seem to have 
also bore different messages according to their different audiences: while the scenes 
depicted in the nunneries show a great concern with providing models for the perfect nun, 
anchored in the archetypes of female sanctity, the ones destined to the friaries private 
quarters provide models for the friar‘s life of study and itinerant preaching.  
Nevertheless, despite the segregation of enclosed communities, nuns seem to have 
found their way to reach external artists through intermediaries, sometimes providing 
                                                 
1041
 For examples of manuscripts with this kind of miniatures see: Jeffrey F. Hamburger, St. John the 
Divine: The Deified Evangelist in Medieval Art and Theology, (Berkeley: University of California Press, 
2002); Judith H. Oliver, Hamburger, Jeffrey F., Eds., ‗Leaves from Paradise: The Cult of John the 
Evangelist at the Dominican Convent of Paradies Bei Soest', Speculum 85, no. 3 (1 July 2010): 682–84. 
222 
 
them with detailed instructions about the pictorial programs for the artworks of their 
convents. Artworks produced by nuns revealed also these women‘s visual needs through 
the depicting of uncommon scenes and the addition of details to the traditional pictorial 
programs, connected both to their communal memory and narrative sources of their 
devotion. These kinds of images seem to have been a common feature in female 
communities reformed under the Observance, especially in the case of illuminated 
manuscripts, of which the production increased among reformed nuns. The use of bright 
colours and the depiction of joyful figures characterized the work of several nuns working 
in reformed convents. The development of these way of decorating could have been a 
product both of the directives of their male superiors – who tried to banish ecstatic images 
-, and a consequence of their increasing involvement in illumination despite their lack of 
training. As has been noted, reformed communities have shown several efforts towards 
the deeper comprehension of the liturgical texts, which could have fostered some of the 
images they produced to decorate them.  
Regardless of the hurdles preventing a deeper comparison between the scenes 
depicted in the books from both genders, it was possible to see that, in a general basis, 
regarding the use of image, illuminated manuscripts tend to emulate what happened in 
other media. Liturgical books for nuns, usually copied from models coming from male 
convents, when decorated, tend to show an effort to adapt the pictorial program to the 
concerns of its audience. While the analysed books for friars show an emphasis on the 
founders‘ apostolic mission, from which the friars should model their behaviours, in the 
nuns‘ books that function is transferred to female models, such as depictions of saints and 







Over the course of the last four chapters it has been possible to see how 
Dominican women played active roles both in their order‘s history - as founders and 
reformers -, and in the history of their own convents, working towards the satisfaction of 
their communities‘ needs. As we have seen, even when strictly enclosed, nuns found their 
way to manage their convents‘ temporal affairs through intermediaries and had an active 
voice on matters such as the choice and production of artworks for their convents. This 
can be attested by surviving testimonies that bear witness to the nuns‘ agency in the 
patronage of art for the cloister, namely regarding the choice of subjects and scene 
composition, for which they sometimes had very specific demandings. Nuns‘ commission 
and production of images was informed by their visual culture, which was shaped by 
these women‘s visual experiences both before and after entering enclosure. The majority 
of the Dominican nuns came from powerful families connected to the commission of art 
which, not only contributed for the enrichment of the sisters‘ visual culture during their 
lay lives, but also favoured the contact with lay artists once within the enclosure. This was 
especially true, as addressed in the last chapter, in the case of the Italian nunneries such as 
the Dominicans of San Domenico of Pisa and the Poor Clares of Monteluce. Nuns‘ visual 
culture was also shaped inside the cloister not only through artworks but also through 
textual sources such as the legends of the saints which, as we have seen, played an 
important role on the nuns‘ piety. Artworks coming from the outside also shaped the 
content of artworks produced and commissioned by the nuns, as seen in the connection 
between the scenes produced by Tuscan nuns such as Plautilla Nelli or Eufrasia 
Burlamachi and the works of the heirs of the School of San Marco, who had previously 
worked for their convents. However, as addressed through the examples mentioned in 
Chapter V, artworks commissioned and produced by the nuns for their convents - despite 
similar to the ones used by the male branch, and deeply connected with local trends -, 
show the nuns‘ voice through subtle changes and additions to the traditional pictorial 
programs. These changes tend to mirror the nuns‘ contemplative life, their condition as 
enclosed women and sponsae Christi and, sometimes, their communal memories.  
As has been shown, this was also true for the pictorial programs present in the 
nuns‘ illuminated manuscripts, especially in the cases in which these women were 
directly involved in the books‘ production.  As we have seen, the need to provide new sets 
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of liturgical books for reformed convents contributed for the increasing number of women 
working in the scriptoria both as copyists and illuminators. Observant Reform also 
fostered the proliferation of women working in text production as the reformers instigated 
the nuns‘ participation in writing activities connected to the production of propagandistic 
accounts, such as chronicles on the reform and vitae of figures seen as archetypes of 
female sanctity, meant to help in the settling of the Observance. Moreover, Observants‘ 
efforts towards the women‘s deeper comprehension of the order‘s liturgy encouraged the 
use of the vernacular in the convent‘s readings, which strengthen the nuns‘ relationship 
with the liturgical texts. This may have fostered a new kind of relationship with the 
liturgical book opening the way for a more intimate decoration of these texts. It has also 
been shown how books illuminated by nuns in reformed convents present, not only, a 
similar aesthetic based on the use of bright tones and candid figures, but also the presence 
of unusual scenes which compositions seem to have been influenced by textual sources of 
the nuns‘ devotion. As suggested by the presence of masculine forms in the rubrics of 
books copied by nuns, women‘s liturgical manuscripts were mostly copied from models 
coming from friaries; however, nuns seem to have had the need to add their contribution 
to the decorative programs of the provided models, since some books show the presence 
of scenes destined to a female audience and connected to the communities‘ history. These 
can be seen namely in the books illuminated by the nuns of the Convents of Jesus of 
Aveiro and Anunciada of Lisbon in which the depiction of nuns and the presence of 
uncommon scenes suggests a deviation from the pictorial programs provided by the 
original models. 
The development of a common aesthetic among the observant nunneries might 
also have been a result of the reformers efforts towards the promotion of candid images 
against the ecstatic scenes based in the visions of the female mystics, whose testimonies 
highly influenced the female devotion of the fourteenth century. Additionally, as seen 
through Giovanni Dominici‘s letter to the Venetian nuns of Corpus Domini and 
Ubaldiny‘s diretorio for the nuns of Saint Catherine of Siena, reformers encouraged nuns 
to devote their time outside the choir to honest labours such as embroidery, book writing 
and illumination. Thus, the work in the scriptorium was highly regarded among the nuns 
and seen as devotional work to praise God. This may be the reason behind the nuns‘ 
proud signatures in her books‘ colophons, opposing the tradition of anonymity of the 
medieval scriptoria. Due to the lack of documental sources regarding the details of book 
production in the female convents, those colophons have been instrumental to access the 
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nuns‘ agency in this craft. The detailed colophons of books produced in the Portuguese 
Dominican convents have shown how the nuns not only copied but also notated books for 
the choir performances, which entailed knowledge of both liturgy and music. In the 
specific case of the Convent of Jesus of Aveiro – the nunnery from which we have more 
information regarding book production -, the surviving chronicle narrates how the 
learning of writing, chant, and illumination was among the first concerns of the 
community‘s founders. The nuns started producing books for the choir before the official 
cloistering learning the craft from the nearby Dominican friars, their care takers. 
It has also been addressed how nuns sent to reform other communities, especially 
in the Italian Peninsula and in the German speaking lands, were most of the times 
experienced in book writing and illumination helping in the production of new liturgical 
books for the reformed convents. Some documents bear witness to the commitment of 
these women in the teaching of book craft to the nuns of their new communities. This 
enabled not only a transmission of traditions regarding liturgical practices – as has been 
seen through the presence of the office Exullet plebs fidelium for the Conception of the 
Virgin in both manuscripts from Aveiro and Paraíso -, but also regarding the aesthetics of 
the books‘ decorations. 
Nuns excelled not only in the production but also in the patronage of liturgical 
books for their convents. The colophons of the books commissioned by the prioresses of 
the Portuguese Convents of Anunciada and Paraíso attest not only the nuns‘ efforts to 
provide books for their convents, but also these women‘s intention of being remembered 
through their patronage. Additionally, these colophons also provided information about 
the sources for liturgical books in the convents in which internal production was 
inexistent, showing that the nuns turned to chaplains and local friaries to acquire books. 
This seems to have been also true for lavishly illuminated exemplars such as the four 
books commissioned by Prioress Margarida Grã in the 1530s; despite having incipits that 
were probably illuminated by prestigious professional painters - like António Fernandes 
and António de Holanda -, throughout their extension the books are very similar to the 
ones copied by Friar Thomas de Toledo a few years before, suggesting that their copyist, 
―Medina Indignus‖, might have also been a friar.  
However, pictorial programs presented by these, and the great majority of the 
analysed commissioned books, do not show the same concerns as the ones produced by 
the nuns themselves regarding decoration. In the majority of the cases, commissioned 
books show a restrain in the use of painted scenes presenting a more functional kind of 
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decoration formed mostly by penwork-filigreed initials. When present, decorated scenes 
tend to be more orthodox in accordance with the local trends of manuscript illumination. 
This can be seen in the books commissioned by the first prioress of the Convent of 
Anunciada to the cardinal‘s chaplain João Fernandes and also in the commissions of 
Margarida Grã to professional lay artists which, besides profusely decorated, show little 
connection to their audience. Nevertheless, two commissioned books evince the 
illuminator‘s concern in adapting the pictorial program to the community behind the 
commission. This can be seen through the representation of a Dominican female 
community kneeled around the figure of Dominic in an Anunciada‘s antiphonary 
produced by the chaplain João Fernandes
1042
, or through the depicting of two Dominican 
nuns and an old noble man – probably the convent‘s main patron - in a Pentecost scene 
decorating one of Margarida Grã‘s commissions1043. However, it is hard to say if these 
compositional options were the result of the nuns‘s specific request since no sources have 
survived to document the details of these books‘ commission; nevertheless, such 
hypothesis must be considered since - as shown through Maria de Ataíde‘s letters to an 
intermediary in Madeira regarding specific instructions for the commission of an 
antependium -, it happened in other media. 
We have also seen how the different missions of both male and female branches 
of the order fostered the distinct uses of image in both kinds of communities. Despite 
sharing similar devotions - especially regarding the main figures of the order‘s history and 
their advocata, the Virgin Mary -, friars and nuns seem to have used their artworks to 
convey different messages, connected to their distinct audiences. This seems to have been 
true both regarding public and private spaces. As seen through the friaries of Central Italy, 
in public spaces such as the church, the chapter-house or the refectory, art was used to 
convey messages connected with the reinforcement of the Dominican authority, since 
those spaces were frequented both by the laity and members of other religious orders. On 
the contrary, as nuns did not receive such kind of visitors in their convents, artworks 
displayed in those quarters were meant to address only the community‘s audience. 
However, artworks displayed in their public churches show, in some of the known 
exemplars, a concern with placing the female branch within the order‘s history; this is the 
case of San Domenico of Pisa‘s and San Pier Martyr‘s high altars whose scene 
composition adds the presence of female saints to the Dominican male figures.   
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As for the private quarters of the conventual buildings, both genders showed a 
more intimate use of image in which the function of artworks as spectra seems to have 
played an important part not only in the novices‘ education but also in the professed 
members‘ piety. Just like San Marco‘s frescoes were meant to address the preparation of a 
friar as an itinerant preacher, images decorating the walls of San Niccòlo in Prato or the 
Pisan nuns‘ refectory, were directed both to the contemplative life of the nuns and their 
role as sponsae Christi. These two distinct missions entailed distinct archetypes of 
behaviour; just as the Dominican preachers and apostles were among the main role-
models for friaries; female saints, especially the virgin ones, set the example for the 
perfect nun. 
As developed in the last chapter, a direct comparison between the usages of 
images in liturgical books from both the genders has been impaired by the distinct 
production environments of the analysed books. Nevertheless, it was possible to see that 
liturgical books tend to mirror what happened in other media: while books used by the 
friars tend to speak to the active side of the friars‘ life - emphasising the life and mission 
of the founder Dominic as heir to the apostles -; books used by the nuns‘ picture the 
founder as the patriarch of the order. In the books for the use of nuns the function of role-
model is transferred to the female saints and the Virgin Mary, who provide the nuns with 
examples for the path towards a life of virtuosity. As we have seen, rules for the writing 
of liturgical books were very strict demanding that the copy should be made from a 
corrected example, which sometimes came from male houses. In this cases nuns seem to 
have had the need to adapt the models‘ pictorial programs to their audience. 
Although some hypothesis already suggested by scholars regarding other media 
and provinces have been confirmed to be true also for the liturgical books coming from 
the Portuguese Dominican nunneries, there is still much work left to do in order to fully 
comprehend the artistic production and patronage in these communities. Efforts towards 
the development of additional studies on the nuns‘ agency in their communities‘ artistic 
affairs need to be undertaken not only on the convents of the Italian Peninsula and 
German speaking lands – to which the majority of existent studies refer -, but also in other 
regions from which the surviving artworks are not so appealing to art historians. 
Gendered approaches are highly needed on behalf of a holistic comprehension of these 
artworks, and several cases studied previously under a traditional formalist point of view 
need to be now reassessed. In the specific case of the study of illuminated manuscripts 
and book production more broadly, the development of studies regarding the surviving 
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exemplars from other provinces and orders would open the way to comparative studies 
that would much benefit the comprehension of this phenomenon that marked the work 
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Fig. 3.1 –Incipit with the inscription „Dom 
Manuel‟ (King Manuel), Livro terceiro dos 
Místicos, 1516, (ANTT, Leitura Nova, liv.32, 
fol. 2), (http://digitarq.arquivos.pt). 
 
Fig. 3.2 – Isabel Luís (attr.), Painted Initial 
“P” (In circuncisione), Missal, 1481, 






































Fig. 3.3 – Unknown illuminator, Penwork-filigreed initial (“I”) with vegetative extentions, 









Fig. 3.4- Unknown illuminator, Painted initial “B”/ Resurrection (bas-de-page), Missal, 1481, (BNE, 









Fig. 3.5 - Soror Antónia, Initial“A” inhabited  with the Ressurrection (open tomb), (In dia sancto 




































Fig. 3.6 - Soror Antónia, Painted Initial “U” with a bird, Antiphonary, c. 1539-61, (BNP, LC 117, 
fol. 45), (Photo Paula Cardoso). 
Fig. 3.7 - Soror Antónia, Decorative Birds and 
flowers surrounding an penwork-filigreed 
initial (“F”), Antiphonary, c. 1539-61, (BNP, 





Fig. 3.8- Soror Antónia (attr.), Initial “O” inhabited with the Virgin and Saints/ Female Saints (bas-









Fig.3.9 - Soror Antónia (attr.), In iii 
nocturne and Penworked-filigreed 
Initial “C”, Antiphonary, c.1539-
61, (BNP, LC 132, fol.23v.), (Photo 
by Paula Cardoso). 
Fig. 3.10- Unknown copyist, Verse with Cadelée Initial/ In laudibus and Penworked-filigreed Initial 










Fig. 3.11- Soror Antónia (attr.), Initial“O” inhabited with the Trinity with angels/ Medalion with the five 































Fig. 3.12- Opening of an Antiphonary with Catarina d‟Eças‟ coat of arms (First vespers of Advent), 
Antiphonary, 16
th






































Fig.3.13- António Fernandes, Incipit with the inscription Dom Ioham; Livro das Inquirições que se 






Fig. 3.14- António Fernandes /António de Holanda‘s workshop?, Initial “P” i nhabited with the 
Ascension of the Lord / King Jonh III and his family (right and left margins), Antiphonary, c.1539, 







Fig. 3.15- António de Holanda (atrr.), Incipit with the inscription Dom Manuel; Livro 2º de Místicos, c. 











Fig. 3.16- António Fernandes?, Initial “C” nhabited with the Pentecost with a nun and a noble man 
among the apostles/ Christ with the apostles (bas-de-page), Antiphonary, 1539, (BNP, L.C. 139, 






























Fig. 3.17- António Fernandes?, Initial “P” nhabited with the Pentecost with a nun and a 





Fig. 3.18- António Fernandes (attr.), Livro 13 da Estremadura, c. 1521-1552, (ANTT, Leitura 
Nova, Estremadura, liv. 13, f. 28), (https://digitarq.arquivos.pt/). 
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FIG 4.1 - Simone Martini, Polyptych of Santa Caterina (Pisa Polyptych), 1319, (Tempera on wood, 195 
x 340 cm), Museo Nazionale di San Matteo (https://www.wikimedia.org/). 
FIG 4.2 - Lippo Memmi, The Triumph of St Thomas Aquinas, c. 1323 (Panel 375 x 258 cm), Santa 













FIG 4.3- Zanobi Strozzi, The School of St Thomas Aquinas, c. 1440-50  (Panel), Museo San Marco, (Photo 
by Paula Cardoso). 


































































































































FIG 4.6- Fra Angelico, Madonna enthroned – Predella (detail – the Dominican Family), c. 1423–4 
(Tempera on panel, 212 x 237cm), San Domenico – Fiesole, (https://www.wikimedia.org/). 
FIG 4.7- The Tree of the Dominican Order, late 14
th






































FIG 4.8- Fra Angelico, Coronation of the Virgin, c. 1430-32 (2.09 x 2.06 m), Musée du Louvre, 
(https://www.wikimedia.org/). 
FIG 4.9 - Fra Angelico‘s workshop, Saint Dominic before the Crucifix, c. 1440 -53 (Fresco), Cell 17, San 
Marco – Florence (Photo by Paula Cardoso). 
 
FIGs 4.10, 4.11 – De Modus Orandi (Vatican, Biblioteca Apostolica Vaticana, Rossianus 3), 15th c. copy, f. 











FIG 4.12- Fra Angelico, Transfiguration, c. 1440-42, (Fresco), cell 6, San Marco – Florence 
(https://www.wikimedia.org/). 
FIG 4.13 – Fra Angelico, Resurrection of Christ and Women at the Tomb, c. 1440-42, (Fresco), cell 8, San 
Marco – Florence, (Photo by Paula Cardoso). 







































FIG 4.15- Fra Angelico, Madonna delle Ombre,, c. 1450, (Fresco 195 x 273 cm), Dormitory, San Marco - 
Florence, (https://www.wikimedia.org/). 
 
FIG 4.16- Fra Angelico, San Marco Altarpiece (reconstitution), c. 1438-43, (Tempera on wood, 220x227 






































FIG 4.17- Table of Contents - Santa Sabina XIV L 1, c. 1256, (Archives of the Dominican Order, Rome). 
FIG 4.18- Initial“M” inhabited with St. Dominic inviting mankind to seat in the Lord‟s table, (Feast of Saint 
Dominic), [early 14
th
 c.], (Biblioteca Comunale Augusta, Ms 2785, f. 44v.) (Image from: Parmeggiani, ed., 



























FIG 4.19 – Initial“O” inhabited with St. Dominic preaching, (Saint Dominic‘s Feast), c.1290, (Biblioteca 
Comunale Augusta, Ms 2797, f.237) (Image from: Cannon, Religious Poverty, Visual Riches) 
 
FIG 4.20- Initial“S” inhabited with a Dominican teaching, (Christmas Vigil (Matins)), [early 14th c.], 
(Biblioteca Comunale Augusta, Ms 2783, f. 128) (from: Parmeggiani, ed., Canto e colore). 
 
FIG 4.21 – Initial“M” inhabited with the Birth of Saint Dominic (top)/ Reception of the staff and the book 
from Saint Peter and Saint Paul (bellow), (Saint Dominic‘s Feast), c.1280-85 (Santa Maria Novella, Corale 


























FIG 4.22 – Initial“P” inhabited with a Dominican kneeling above a Trinity scene, (Trinity Feast), c.1325 
(Biblioteca del Convento di San Domenico, Corale 27, f. 108) (from: D‘Agostino and Alunni, eds., I Corali Di 
San Domenico a Bologna). 
 
FIG 4.23 - Initial“M” inhabited with two Dominicans kneeling above the Virgin‟s image, (Office for the 
Common of the Virgins), c.1290 (Biblioteca Comunale Augusta, Ms 2794, f. 94v.) (from: Parmeggiani, ed., 
Canto e colore). 
FIG 4.24 – Initial“G” inhabited with Virgin presenting San Dominic to Christ, (Saint Dominic‘s Feast), [last 
decade of the 13th c.], (Archivio Comunale, Corale D, f. 151), (Image from: Cannon, Religious Poverty, Visual 
Riches, 125). 
 
FIG 4. 25 – Duccio di Buoninsegna, Rucellai Madonna, 1285, (Tempera and gold on panel, 450 cm × 290 cm), 



























FIG 4.26 – Initial“C” inhabited with the virgin 
and the Child, (Feast of the Assumption of the 
Virgin), c.1280-85 (Santa Maria Novella, Corale 
E, f.185v.)  (from: Orlandi, O.P., I Libri Corali 
Di S. Maria Novella). 
FIG 4.27 – Initial“V” ((and vignettes) inhabited with Saint Catherine of Alexandria‟s Martyrdom, (Feast of Saint 
Catherine of Alexandria), c.1390 (Biblioteca Comunale Augusta, Ms 2791, f. 60v.) (from: Parmeggiani, ed., Canto 
e colore). 
 
FIG 4.28 – Initial “I” inhabited with the Glory 
of Saint Dominic, (Introit of the Mass for the 
Feast of Saint Dominic), c.1425-1430 (Museo di 
San Marco, San Marco nº 558, fol. 67v.) (from: 





































Fig 4.29 – Initial“I” inhabited with the Mission of Saint Dominic, (Saint Dominic‘s Feast), c. 1453-1454 
(Museo di San Marco, Graduale 516, fol. 48v.) (Photo by Paula Cardoso) 
 
Fig. 4.30 – Initial“P” inhabited with Saint Dominic, (Mass for the Feast of Saint Dominic - versicle 
Pious Patter), c.1425-1430 (Museo di San Marco, San Marco nº 558, fol. 68v.) (from: Scudieri, 
Miniatura Del ‟400 A San Marco). 
 
FIG 4.31 – Dominus seus mare vidit duos, (Feast of Saint Andrew), c.1425-1430 (Museo di San Marco, San 
Marco nº 558), fol. 9. (from: Scudieri, Miniatura Del ‟400 A San Marco). 
 
FIG 4.32 – Initial“R” inhabited with the Annunciation, (Feast of the Annunciation), c.1425-1430 (Museo di San 





































FIG 4.33 – Initial“C” inhabited 
with Saint Thomas Aquinas in 
Cathedra / Religious and lay men 
attending Thomas Aquinas‟ lecture 
(bas-de-page), (Feast of Saint 
Thomas Aquinas), c.1442 
(Biblioteca Medicea Laurenziana, 
Corale 43, f. 199) (from: Scudieri, 
Miniatura Del ‟400 A San Marco). 
 
FIG 4.34 – The Medici coat of arms (bas-de-page), 
(Feast of Saint Andrew), 1453-54 (Museo di San 
Marco, Ms. 515, f. 1v.) (from: Scudieri, Miniatura Del 






































FIG 4.35 –  Initial “E” inhabited with the Prophet Elijah / Medalions with Dominican Saints 
(margins)/ Medalion with the Virgin and the Child (bas-de-page), (First Sunday of Advent), 
c.1500-1523 (Biblioteca Medicea Laurenziana, San Marco 778, f.9.) (Photo by Paula Cardoso). 
 
FIG 4.36 – Initial“D” inhabited with a lion holding the scriptures, (Feast of Saint Mark), c.1500-
1523 (Biblioteca Medicea Laurenziana, San Marco 778, f. 93), (Photo by Paula Cardoso). 
 
FIG 4.37 – Initial“O” inhabited with the Purification of the Virgin, (Feast of the Purification of the 






























   
FIG 4.38 – Unknown Artist, Saint John the Evangelist, c. 1514, (Fresco, 184x138cm), Monastery 
of Santa Maria da Vitória, Batalha (photo: ADF/José Paulo Dias). 
 
FIG 4.39 – Unknown Artist, Saint Paul, c. 1514, (Fresco, 218x177cm), Monastery of Santa Maria 
da Vitória, Batalha (photo: ADF/José Paulo Dias). 
 
FIG 4.40 – The Santa Maria da Vitória‘s Stained Glass 
Panels according to a reconstruction of Pedro Redol (the 
panels in the two bottom lines are lost today), (from: 
Redol and Gomes, Lugares de oração…). 
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Fig 5.1 – Unknown, Saint James blessing a Dominican nun, c. 1475-1525, (tempera on wood, 97cmx63cm) 
Museum of Aveiro, Portugal, (Photo from Matriznet). 
 
Fig. 5.2- Unknown, Saint Dominic holding  a crucifix and a book, c. 1505, (tempera on wood, 96cmx63cm) 
Museum of Aveiro, Portugal, (Photo from Matriznet). 
Fig. 5.3 – Plautilla Nelli, Lamentation, c. 1550, 
(oil on panel, 288 x 192 cm) Museum of San 


























Fig. 5.4 – Plautilla Nelli and workshop, Catherine of Siena /Ricci, c. 1550, (oil on wood, 38 x 28 cm) Museo 
del Cenacolo di Andrea del Sarto, Florence (www.wikmedia.org). 
 
Fig. 5.5 – Eufrasia Burlamacchi, Capital letter “G” inhabited by a scene of the Virgin, c. 1500-1515, Choir 
book, Archbishop Alemany Library, USA, (from: Tozzi, Suor Eufrasia Burlamachi…) 
 
Fig. 5.6 – Magdalena Kreimer (?), Scenes from 
the Life of St John the Evangelist (Initial), 
Martirology, after 1478. (St Paul im Lavanttal, 
Stiftsbibliothek, Ms. 71/1, fol. 224v.), (from 

















Fig. 5.7 – Magdalena Kreimer (?), Tree of Jesse (margins),(1st Sunday of Advent), Collectar, after 1478, (St 
Paul im Lavanttal, Stiftsbibliothek, Ms. 62/1, fol. 1), (from Hamburger, Magdalena Kreimer …, 136). 
 
Fig. 5.8 – The heart on the Cross, c. 1500, Eichsttat, St Walbourg. (from: Hmburger, Nuns as artists, 133) 
Fig. 5.9 –  A Nun and the Lamb of God, Prayer-book, Augsburg, (Universitatsbibliotethek, 




































Fig. 5.10 – Unknown, Initial“D” inhabited with Saint Andrew, (Feast of Saint Andrew), Antiphonary, 
c.1482-1490, (MAV-8/CD, fol. 1), (Photo by: Paula Cardoso). 
 
Fig.5.11 – Unknown, Initial“P” 
inhabited with Nativity, (Nativitas 
Domini), Gradual, c.1464-1490, 













Fig. 5.12 – Unknown, Bas-de-page with the Resurrection, Missal, 1481, (BPE, Manizola, 115, fol. XCIII), 
(Photo by: Biblioteca Pública de Évora). 
 
Fig. 5.13 – Maria de Ataíde, Penwork-
filigreed initial ―B‖, Antiphonary, c. 
1582-1500, (MAV, 5CD, fol. 60), (Photo 












Fig. 5.14 – Maria de Ataíde (attr.), Verses starting with penworked filigreed initials, (Feria V in cena 
domini, Matins), Antiphonary, c. 1582-1500, (MAV, 4CD, fol. 110v.-111), (Photo by: Paula Cardoso). 
 
Fig. 5.15 – Isabel Luis, Dormitio (bas-de-page), (Feast of the Assumption of the Virgin), 
Antiphonary, 1488, (MAV, 9CD, fol. 71v.)
,









Fig. 5.16 – Isabel Luis, Dormitio (bas-de-page), (Feast of the Assumption of the Virgin), Antiphonary, 








Fig. 5.17 – Isabel Luis, The Virgin‟s Tomb (bas-de-page), (Feast of the Assumption of the Virgin), 





































Fig. 5.18-19 – Isabel Luis, Assumption of the Virgin (bas-de-page), (Feast of the Assumption of the 
Virgin), Antiphonary, 1488, (MAV, 9CD, fol. 72v),
 











Fig. 5.20 – Magdalena Kreimer (?),Initial “A” inhabited with the Assumption of the Virgin, (Feast of 
the Assumption of the Virgin), Martirology, after 1478. (St Paul im Lavanttal, Stiftsbibliothek, Ms. 
71/1, fol. 195), (from Hamburger, Magdalena Kreimer …, 132) 
 
Fig. 5.21- Female saints in an enclosed garden, (Psalm 97), Dominican  Breviary from Alsace, late-
15
th
 cent., (Houghton Library, Harvard University, Richardson s 39, fol. 54v.), (from Hamburger, 
















Fig. 5.22 – Isabel Luis (attr.), Initial “C” inhabited by a rattle and surrounded by ten faces/ Hand 
playing the rattle (bas-de-page) (de transitu fratrum), Ritual, 1491 ( MAV-32/CD, fol. 29), (Photo 












Fig. 5.23 – Maria de Ataíde?, Crucifixion (Feria VI in parasceve), Antiphonary, 1482-1500, (MAV, 






















Fig. 5.24 – Crucifixion, c. 1465, Nuns‘ choir, 
(wood, 185cmx160cm) at Museum of Aveiro, 
(Photo: Matriznet). 
Fig. 5.25 – Unknown, Initial “C” inhabited with the Crucifixion, (Feast of the Corpus Christi), Gradual, c. 




























Fig. 5.26 – Isabel Luís (attr.), 
Painted Initial “F”, (Felix namque 
es sacra virgo), Processional, c. 
1489, (MAV,21CD, fol. 65), 
(Photo: Paula Cardoso). 
Fig. 5.27 – Unknown, Initial “D” inhabited with the choir mistress and three nuns, Johannes Meyer, 
Ämterbuch, 1483. Leipzig, (Universitätabibliothek, ms 1548, fol. 39v.), (from Hamburger, Magdalena 
Kreimer …, 126) 
Fig. 5.28 – Unknown,  Initial “D” inhabited with the mistress of the novices and a novice, Johannes 
Meyer, Ämterbuch, 1483. Leipzig, (Universitätabibliothek, ms 1548, fol. 60), (from Hamburger, 



























Fig. 5.29 – Unknown, Initial “C” inhabited with infants (Fest of the Holy Innocents), Antiphonary, c.1545-57, 
(San Marco Cod. 565, fol. 111), (Photo by Paula Cardoso). 
 
Fig. 5.30 – Unknown, Initial “U” inhabited with an angel (Fest of John the Evangelist), Antiphonary, c.1545-
57, (San Marco Cod. 565, fol. 83), (Photo by Paula Cardoso). 
 
Fig. 5.31 – Plautilla Nelli 
(attr.) Initial “A” inhabited 
with the Presentation of 
Jesus in the Temple with 
two Dominican nuns (Fest 
of the Purification of the 
Virgin), Antiphonary, 
c.1545-57, (San Marco 
Cod. 565, fol. 233v.) 



















Fig. 5.32 – Unknown, 
Resurrection, Prayer-book for 
Easter-time, c. 1480-1500, (MS 
Lat 440,  f. 77, Houghton Library, 
Harvard University), (from: 
Houghton Library- Digital 
Medieval Manuscripts). 
 
Fig. 5.33 – Soror Antónia (attr.), Apostles carrying the Virgin‟s coffin (bas-de-page), (Feast of the Assumption 











Fig. 5.34 – Soror Antónia (attr.), Inicial “T” inhabited with the Assumption of the Virgin/ Apostles carrying 
the Virgin‟s coffin (bas-de-page), (Feast of the Assumption of the Virgin), Antiphonary, c. 1551, (BNP, LC 











Fig. 5.35-36 – Soror Antónia (attr.), Initial “O” inhabited with the Virgin and saints/ Female saints (Feast of 






















Fig. 5.37 – Unknown, Initial “D” inhabited with the 
Nativity (Nativitas Domini), Gradual, c.1525, (BNP, LC 
109, fol. xxvii), (Photo: Paula Cardoso). 
 
Fig. 5.38 – Unknown, Initial “R” inhabited with the 
Resurrection (Feast of the Resurrection), Gradual, 
1525, (BNP, LC 110, fol. 4v.), (Photo: Paula Cardoso). 
 
Fig. 5.39 – Unknown, Penwork-filigreed Initial “U” 
(Feast of Saint Andrew), Antiphonary, c. 1526-1550, 















Fig. 5.40 – Unknown, Penwork-filigreed Initial “O” (Feast of the Circumcision of the Lord), Antiphonary, 
1528,( BNP, LC 114, fol. 32v.), (Photo: Paula Cardoso). 
 
Fig. 5.41 – Soror Antónia (attr.), Initial “H” inhabited with the Nativity of the Virgin (Feast of the Nativity 
of the Virgin), Antiphonary, c.1551, (BNP, LC 131, fol.70v.), (Photo: Paula Cardoso). 
 
Fig. 5.42 – Soror Antónia (attr.), Cadelèe Initial “U” inhabited with the Virgin (Feast of the Nativity of the 





























Fig. 5.43 – Soror Antónia (attr.), Initial “A” inhabited with the Assumption of the Virgin (Feast of the 
Assumption of the Virgin), Antiphonary, c.1551, (BNP, LC 131, fol.23r), (Photo: Paula Cardoso). 
 
Fig. 5.44 –Soror Antónia, Initial “G” inhabited  with Saint Dominic (Feast of Saint Dominic), 











Fig. 5.45–Soror Antónia, Cadelée 
Initial “E” inhabited with a nun 
reading (In die sancto pasche – in 
laudibus), Antiphonary, c. 1539-
1569, (BNP, LC 117, fol.3), 
(Photo: Paula Cardoso). 
 
Fig. 5.46–Soror Antónia, Cadelée 
Initial “F” inhabited  with a nun 
playing the organ (Vigil of the 
Ascension of the Lord – in 
laudibus), Antiphonary, c. 1539-
1569, (BNP, LC 117, fol. 46), 










Fig. 5.47 – Unknown, Initial “I” inhabited with Saint Dominic in a niche surrounded by kneeling nuns (Feast 
of the Saint Dominic), Gradual, 1524, (BNP, LC 112, fol.125), (Photo: Paula Cardoso). 
 
Fig. 5.48 – António Fernandes?, 
Initial “E” inhabited  with the Last 
Judgement / Original Sin (bas-de-
page), (1
st
 Sunday of Advent), 
Antiphonary, c.1536, (BNP, LC 138., 




Fig. 5.49 – António Fernandes?, Initial “A” inhabited  with the Resurrection / Bacchic ritual 






Fig. 5.50 – António Fernandes, Africa Capta (bas-de-page), Foraes Novos D‘ entre Douro e 
























Fig. 52 – Initial “U”, (Feast of Saint 
Andrew) Antiphonary, 1527,  BNP, LC 
140, fol.1v., at Biblioteca Nacional de 
Portugal. (Photo: Paula Cardoso). 
 
 
Fig. 5.52 – Unknown, Penwork-filigreed Initial “U”, (Feast of the Ascension of the Lord) 
Gradual, c.1515-1550, [no shelf-mark], fol.CLXV/v, at Biblioteca Municipal de Montemor-o-
Novo (Photo: Paula Cardoso). 
 
Fig. 5.51 – Friar Thomas de Toledo, 
Penwork-filigreed Initial “U”, 
(Feast of Saint Andrew) 
Antiphonary, 1527, (BNP, LC 140, 













Fig. 5.53 – Initial “D” inhabited with Saint Dominic, (Feast of Saint Dominic) Collectar, c.1491-
1524, (BNCF, MS Conv. Soppr. D.7. 344, fol.83r), (Photo: Paula Cardoso). 
 
Fig. 5.54 - Initial “D” inhabited with Saint Dominic, (Feast of Saint Dominic) Collectar, c.1491-1524, 
BML, S.Marco 778, fol. 108), (Photo: Paula Cardoso). 
 
Fig. 5.55 – Benozzo Gozzoli and workshop, Crucifixion with Dominican Saints, fresco from the 


















Fig. 5.56 – Benozzo Gozzoli and workshop, Saint Dominic urging silence, fresco from the refectory at 
San Domenico of Pisa, c. 1490, at National Museum of St. Matthew, Pisa. 
 
Fig. 5.57 – Fra Angelico, Saint Peter Martyr Urging Silence, from cloister at San Marco, Florence, c. 
1440. 
 
Fig. 5.58 – Unknown, Crucifixion flanked by the Madonna Enthroned with Saints (right) and the 













Fig. 5.59 – Bartolomeo Bocchi , The feast of Saint Dominic and other scenes, c. 1439-65, fresco at the 
Refettorio di grasso, San Noccòlo, Prato. 
 
Fig. 5.60 – Unknown, Saint Catherine of Alexandria, 16th c., (oil on panel, 59x40cm), at Museum of 
Aveiro, (Photo from Matriznet). 
 
Fig. 5.61 – Unknown (Angela Rucellai?), Initial “D” inhabited with the Virgin Mary, (Feast of the 
Assumption of the Virgin), Collectar, c. 1481-1524, (BNCF, MS Conv. Soppr. D.7. 344, f. 29), (Photo 


































Fig. 5.62– Fra Angelico, Virgin 
Enthroned with Saints, c.1423, 
(tempera on panel, 137x168cm), at 
Museo di San Marco 
(https://www.wikimedia.org/). 
 
Fig. 5.63-64– Fra Angelico, Virgin 
Enthroned with Saints (Detail of the 
predella – female saints), c.1423, 
(tempera on panel), at Courtauld 
Institute of Art 
(https://www.wikimedia.org/). 
 
Fig. 5.65 – Giovanni di Pietro di 
Napoli and Martino di 
Bartolomeo, Madonna 
Enthroned with Saints, 1404, 
(tempera on panel 134x198cm), 
at Museo Nazionale di San 
Matteo (Photo from Roberts, 
























Fig. 5.66-67 – Giovanni di Pietro 
di Napoli and Martino di 
Bartolomeo, Madonna 
Enthroned with Saints (detail of 
the predella with scenes of the 
life of Saint Brigita, 1404, 
(tempera on panel 134x198cm), 
at Berlin, Gemäldegalerie, (Photo 
from Roberts, Dominican 
women…,85,86). 
 
Fig. 5.68 – Mestre Hilário‘s workshop (attr.), Christ reverenced by Dominican nuns, flanked by Saint 
James and Saint Simon, c. 1475-1525, (oil on panel, 106x60cm), at Museum of Aveiro (Photo from 
Matriznet). 
 
Fig. 5.69 – Unknown, Saint John the Evangelist, late 15th c., (oil on panel, 70x53, 5cm), at Museum of 




APPENDIX 3: MANUSCRIPTS PRODUCED AND COMMISSIONED BY THE 




Typology Antiphonary of the Temporale 
Archive Museu de Aveiro  
Shelf-mark MAV, 3CD 
Origin Convent of Jesus of Aveiro 
Date c. 1482-1500 
Copyist Maria de Ataíde (attr.) 
Content 1
st
 Sunday of Advent to 1
st
 day of Lent 
 
f. 1v. – Primo tono 
f. 2v. – Diminica prima in adventus domini 
f. 13 – Dominica ii 
f. 20v. – Dominica iii 
f. 37v. – Dominica iiii 
f. 46v. - Vigilia natalis 
f. 62 - Dominica infra octaua 
f. 62v. - In circuncisione 
f. 70 - In vigilia epiphanie 
f. 82v. - Dominica prima post Octaua 
epiphanie 
f. 84 - Epiphania  
f.114v. - Dominica in septuagesima 
f. 124: Dominica in sexagesima 
f. 131v. - Dominica in Quinquagesima 
f. 138 - Feria III in capite ieiunii 





Typology Antiphonary of the Temporale 
Archive Museu de Aveiro  
Shelf-mark MAV, 4CD 
Origin Convent of Jesus of Aveiro 
Date c. 1482-1500 
Copyist Maria de Ataíde (attr.) 
Content 1
st
 Sunday of Lent to Holy Saturday 
 
 
f.1 -  Dominica prima in quadragésima 
f.132 - Feria quinta in cena Domini  
f. 151 - Feria vi in parasceue 








Typology Antiphonary of the Temporale 
Archive Museu de Aveiro  
Shelf-mark MAV, 5CD 
Origin Convent of Jesus of Aveiro 
Date c. 1482-1500 
Copyist Maria de Ataíde  
Content Easter Sunday to 1
st
 Sunday of November 
 
 
f. 1- In festo sancte pasche 
f. 8-  Feria ii 
f. 11- Feria iii 
f. 13 – Feria iiii 
f. 15v. - Feria v 
f. 17 - Feria vi 
f. 17 v. - Sabbato 
f. 18 - Dominica in albis 
f. 21v. - Feria ii 
f. 23v.-  Feria iii 
f. 25 - Feria iiii 
f. 26v. - Dominica i post octaua pasche 
f. 27v. - Dominica ii post octaua pasche 
f. 28 v. - Dominica iii post octaua pasche 
f. 31 - Feria ii 
f. 32-  Feria iiii 
f.33 v. - Dominica iv post oct[ava] pasche 
f. 34v.-  Vigilia ascensionis 
f. 43- Dominica infra octauam 
f .44v. - In vigilia pentecostes 
f. 50 - Feria ii 
f. 52v. - Feria iii 
f. 54v. - Feria iiii 
f. 57 - Feria v 
f. 57v. - Feria vi 
f. 58 - Sabbato 
f. 58v. - In festo sanctissime trinitatis 
f. 69 - In sollemnitate corporis domini 
nostri ihesu christi 
f. 81 - Dominica prima post festum 
trinitatis  
f. 91v.- Sabbato ante primam mensis 
septembris 
f. 98 -  Dominica prima mensis septembris 
f. 106 v.-  Dominica tercia a mensis 
septembris 
f. 110- Dominica prima octobris 
f. 116- Dominica prima novembris  
f. 136v.- In dedicacione ecclesie 
Colophon ―Este livro screveo [e] apontou a_muyto 
virtuosa madre: maria datayde: p[ri]oressa 
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Typology Antiphonary of the Santorale 
Archive Museu de Aveiro  
Shelf-mark MAV, 8CD 
Origin Convent of Jesus of Aveiro 
Date c. 1482-1490 
Copyist Maria de Ataíde  
Illuminator Unknown (Maria de Ataíde?) 
Content St Andrew to St Michael Archangel 
 
f. 1- In festo sancti andree 
f. 7- In festo sancti nicholai episcopi et 
confessoris 
f. 14 - In festo conceptionis 
f. 22 - In festo sancte lucie 
f. 24- In festo beati thome apostoli 
f. 24v. - Sancti stephani prothomartiris 
f. 48 - In festo sancti agnetis 
f. 55v. - In festo sancti vicencii 
f. 64 - In conversione sancti pauli 
f. 74 - In festo translationis sanctissimi 
corporis thome de aquino ordinis 
praedicatorium 
f. 82 - In festo purificationis beate marie 
virginis 
f. 92 - Sancte aghate virginis et martiris  
f. 100v. - In cathedra sancti petri 
f.102 - In festo sancti thome de aquino 
ord[inis] praed[icatorum] 
f.110 - In anuntiatione dominica 
f.119 - In festo b[eati] vincentii ordinis 
precatorum 
f. 134v. - In festo beati petri martiris 
f. 140v. -  In festo apostolorum philipi et 
iacobi 
f. 143 - Sancte katherine de senis. officium 
a papa pio secundo editum.  
f. 148v. - In inventione sancte crucis 
f. 159v.  - In festo sanctorum inocentum 
f. 159v. - In festo sancti ihoanis ante 
portam latinam 
f.164v. - In festo sancti gabrielis archangeli 
Colophon ―Este livro screveo [e] apontou: a_muўto 
virtuosa madre: maria datayde: prioressa 
deste moesteyro de_nosso sñor Jh[es]u  




Typology Antiphonary of the Santorale 
Archive Museu de Aveiro  
Shelf-mark MAV, 9CD 
Origin Convent of Jesus of Aveiro 
Date 1488 
Copyist Maria de Ataíde /Isabel Luís 
Illuminator Isabel Luís 
Content St Dominic‘s translation to the 
Transfiguration of the Lord  
 
f. 1- [later addition] - In festo sancti 
raphaelis arcangeli 
f.2 - In translactione beati dominici patris 
nostri 
f.7 - Sancti johannis baptiste 
f. 15v. - Sanctorum martirum johannis et 
pauli 
f. 27v. - In commemoracione sancti pauli 
apostoli 
f. 35v. - In festo visitacionis virginis 
f. 42v.  - In festo beate marie magdalene 
f. 50v. - Sancti iacobi apostoli 
f.52 - In inventione sancti stephani 
prothomartiris 
f. 54-  In festo beati dominici patris nostri 
f. 61v. - Sancti laurencii martiris 
f. 70 - In assumptione beate marie virginis 
f. 80 - In festo beati augustini episcopi 
f. 90v. - In decollacione sancti iohannis 
baptiste 
f. 93 - In natiuitate beate marie virginis 
f. 102 - In exaltacione sancte crucis 
f. 109v. - Sancti michaelis 
f. 118v. -  In festo undecim millium 
virginum 
f. 128 -  In festiuitate omnium sanctorum 
f. 138 - In commemoracione omnium 
fidelium defunctorum 
f. 145v. - Sancti martini episcopi 
f. 156v. - Sancte cecilie 
f. 165v. - Sancti clementis martiris 
f. 169v. - Sancte catherine virginis et 
martiris 
f. 147v. - In festo transfigurationis domini 
f.186 – [later addition] - In festo angeli 
custodis  
Colophon ―Este livro e do mosteyro de Jh[es]u  
Escreveu a_madre prioressa maria 
 lxxxi 
 
dathayde . ataa ho officio de scã [cruz] de 
stembº E acabou soror Isabel Luys freyra 
do dito cõvēto acabou de escrever [e] 




Typology Antiphonary of the Santorale 
Archive Museu de Aveiro  
Shelf-mark MAV, 10CD 
Origin Convent of Jesus of Aveiro 
Date c. 1480-1490 
(with late-16th and 18
th
 c. additions) 
Copyist Isabel Luís (attributed) 
Content Common of the saints + Propers of some 
saints 
 
f. 1 - [Comuni apostulorum]  
f. 10 - In comuni unius euangeliste  
f. 21v. - In comuni plurimorum martirium  
f. 31 - In comuni unius confessoris  
f. 40v. - In comuni unius virginis  
f. 51 - In officio beate virginis in sabbato  
f. 57v. - De beato dominico  
f. 60v. - In vincula sancti petri  
f. 62 – In festo sanctae lucie virginis et 
martyris 
f. 68v. - Sancti thome apostoli  
f. 69 – In cathedra sancti petri 
f. 70v. - Sanctorum martirum johanis et 
pauli  
f. 74v. - In inuentioni sancti stephani  
f. 76v. - In decolatione sancti jhoanis 
baptiste  
f. 79 - Sancti clementis  
f. 82 - Sancte catherine virginis et martiris  
f. 86 - Sancte helisabeth  
fls. 91 to 108: [Invitational psalms]  
f. 108v. - In festo presentationis beatissimi 
virgini marie  
f. 109 - S. António [late- 16
th
 c. addition] 
f. 110v. - S. Pedro [late- 16
th
 c. addition] 
f. 111 - S. Clemente e S.ª Catarina [late- 
16
th
 c. addition] 
f. 111v. - S. Antonine – [late- 16th c. 
addition] 
f. 117 - In comuni unius apostolorum  
f. 118v. - In comuni unius martiris  






f. 119 - In festo sancti ioseph [Later 
addition- c.1746] 
f. 127 – [Later addition-1746]: ―Mandou 
fazer sendo can[tora] […] Catharina no 
anno de 1746‖  
Colophon [Later addition-1746]: ―Mandou fazer 
sendo can[tora] […] Catharina no anno de 




Archive Museu de Aveiro  
Shelf-mark MAV, 21CD 
Origin Convent of Jesus of Aveiro 
Date 1489 
Copyist Isabel Luís  
Illuminator Isabel Luís (attr.) 
Content f. 1 – ―da me. Prioresa‖ [Inscription] 
f. 2  - ―processionarium‖ [Inscription] 
f. 3v. – In festo purificationis virginis 
marie 
f. 8v – Dominica in ramis palmarum 
f. 18 – Feria v in cena domini - Ablucio 
altaria 
f. 44 – Feria vi in parasceve 
f. 45 – Benedictio cerei 
f. 58 – In die sancto pasche 
f. 65 – In festo assumptionis beatae marie 
virginis 




- In dedicatione ecclesiae  
- De offitio sepulture fratrum 
- Commendatio Animarum 
Colophon ―Este p[roces]sional he do mosteiro de 
Jh[es]u daveiro screveu isabel luys freira 
do dito convento‖ (f. 82v.) 




Typology Ritual/ Cerimonial 
Archive Museu de Aveiro  
Shelf-mark MAV, 32CD 




Copyist Isabel Luís  
Illuminator Isabel Luís (attr.) 
Content f. 1 - Do recibemẽto do aueto 
f. 4v. - Do modo de fazer profissam 
f. 16v. - Formula absolutionis que 
comuniter fit a peccatis 
f. 20 - De comunione infirmi 
f. 21v. - De extrema untione 
f. 29v. - De transitu fratrum [+ litaniae 
sanctorum] 
f. 41 - Comendatio animarum 
f. 70 - De offitio sepulture fratrum 
fls. 95-97v. – [Processional prayers] 
Colophon ―Este liv[ro] he do Mostey[ro] de Jh[es]u 
da veiro acabousse de escrev[er] sabado 
xxii dias de Jully Era de mil . iiii . Ri . 
Escreveo isabel . luis . freyra do d[i]cto 




Archive Biblioteca Pública de Évora 
Shelf-mark BPE, Cód. Manizola 115 
Origin Convent of Jesus of Aveiro 
Date 1481 
Copyist Isabel Luís  
Illuminator Isabel Luís (attr.) + Unknown Illuminator 
(Maria de Ataíde?) 
Content fls. a-b – Asperges alonge 
fls. c-s – De_officio ministrorum altaris: et 
sacerdotis comunione. 
fls. t-u – [Epistle tones] 
fls. I/r. to CXXXIII/v. – [Temporale: from 
the 1st Sunday of Advent to the 25
th
 
Sunday after Pentcost] 
f. CXXXIIII/r. – In dedicatione ecclesiae 
fls. CXXXV/r. to CCIX/r. – [Santorale: 
from Saint Andrew to Saint Vital] 
fls. CCIX/r. to CXXIIII/r. – [Common of 
the Saints and Votive masses] 
fls. CCXXIIII/r. to CCXXXVIII/v. – 
[Sequences] 
fls. CCXXXIII/r. to CCXXXIII/v.- Sumo 
Sacerdos et uere pontifex qui te obtulisti 
deo patri hostiam puram…[oratio] 
f. CCXLI/ v. – Trasfiguratione domini 
f. CCXLI/ v. – Sanctae anne 





f. CCRII/ v. – Sanctorum petri, thome, 
vicenti  
f. CCRIII/ r. – Angeli custodis 
f. CCRIIII/ r. – Antonini archepiscopi 
florentini ordinis praedicatorum 
 
Colophon ―Domino uiuo et uº u lego. Qui perfecit 
hoc opus non ego. Gratias sint pro eu rogo. 
Este liuro he do mosteiro de jhesu. E 
escreveu Isabel Luys. Freira do dito 
conuentu. Acabouse descrever fferia Vª. 
xv. dias de fevereiro. Era do nacimento do 
nosso senhor ihesu christo. De mil. 
iiiicentos. lxxxj:. Sit nomem domini 
benedictum in secula:.‖ (f. ccxlii)  
 
 
Typology Gradual of the Temporale 
Archive Biblioteca Nacional de Portugal  
Shelf-mark BNP, LC 109 
Origin Convent of Our Lady of Anunciada of 
Lisbon 
Date c. 1525 
Copyist ―João Fernandes, Capelão do Cardeal‖ 
(Attributed; 1st volume of the LC 110) 
Illuminator Unknown 
Patron Prioress Joana da Silva 
Content 1
st
 Sunday of Advent – 2nd Sunday after 
Circumcision 
 
f.1 – Incipit missale dominicale ab 
advetu usq[ue] ad pascha s[ecu]n[do] 
ordine fr[atru]m p[re]dicator[um] 
f.1. De primo tono 
f. 4v. – Dominica prima in adventus 
domini 
f. 7 – Dominica secunda 
f. 9v. – Dominica tertia 
f. 11 – Feria V 
f. 14v. – Feria VI 
f. 16 – Sabbato 
f. 23 - Dominica quarta 
f. 26v. – In nocte natalis domini 
f. 29 – In aurora missam 
f. 31 – Ad maiorem missam 
f. 34v. – In vigilia natalis domini 




f. 37 – In circuncisione domini 
f. 37v. – In vigilia epiphanie  
f. 37v. – In epiphanie domini 
f. 40 – Dominica infra octavam epiphanie 
f. 42v. – Dominica post octavam epiphanie 
f.45 – Dominica secunda 






Typology Gradual of the Temporale 
Archive Biblioteca Nacional de Portugal  
Shelf-mark BNP, LC 110 (2
nd
 volume of the LC 109) 
Origin Convent of Our Lady of Anunciada of 
Lisbon 
Date 1525 
Copyist ―João Fernandes, Capelão do Cardeal‖ 
Illuminator Unknown 
Patron Prioress Joana da Silva 
Content f. 1 – Incipit missale d]om]inicale 
a_pascha usq[ue] ad adve[n]tu[m] 
s[ecu]n[do] ordine fr[atru]m 
p[re]dicator[um] 
f. 1 – Primo tono 
f. 4 - In die resurrectionis domini 
f.6v. – Feria secunda 
f. 8v. – Feria tertia 
f. 10v.- Feria quarta 
f. 12v. – Feria quinta 
f. 14v. – Feria sexta 
f. 17 – Sabbato 
f. 18v. – Dominica in octavam pasche 
f. 20- Dominica prima post octavam 
pasche 
f. 21v. – Dominica secunda post octavam 
pasche 
f. 23v. – Dominica tertia post octavam 
pasche 
f. 25v. - Dominica quarta post octavam 
pasche 
f. 27v. – Feria ii in rogationibus 
f. 29v. – In vigilia ascensionis domini 
f. 31 – In die ascensionis domini 
f. 33v. – Dominica infra octava ascensionis 
f. 34v. – In vigília penthecostes 
fls.- 35-41v. – [Sequences] 
lxxxvi 
 
f. 42 – In die penthecostes 
f. 51 – Feria secunda 
f. 52v. – Feria tertia 
f. 54 – Feria quarta 
f. 55v. – Feria quinta 
f. 56 – Feria sexta 
f. 57 – Sabbato 
f. 59 – In festo sancte trinitatis 
f. 61 – In festo corporis christi 
f. 66 – Dominica infra octavas corporis 
Christi 
f. 67v. – Dominica i 
f. 69v. – Domica ii 
f. 72 – Dominica iii 
f. 74 – Dominica iv 
f. 76v. – Dominica v 
f. 78v. – Dominica vi 
f. 80 v.– Dominica vii 
f. 82v. – Dominica viii 
f. 85 – Dominica ix 
f. 87v. – Dominican x 
f. 90v. – Dominica xi 
f. 93 – Dominica xii 
f. 95 – Dominica xiii 
f. 97v. – Dominica xiv 
f. 100 – Dominica xv 
f. 102v. – Feria v 
f. 104 – Feria vi 
f. 105 – Sabbato 
f. 104 – Dominica xvi 
f. 111v. – Dominica xvii 
f. 114 – Dominica xviii 
f. 116 – Dominica xix 
f. 118v. – Dominica xx 
f. 120v. – Dominica xxi 
f. 122v. – In die consecrationis et 
anniversario dedicationis ecclesie 
fls. 130 -138 – [Sequences] 
 
Colophon ―Este livro he do moesteiro de nossa 
senhora annũciada de_lixboa a_madre 
dona joana da silva primeira prioressa dele 
ho mandou fazer [e] o pagou do dinheiro 
da sua legitima. Jonhã fernadez capelã 







Typology Gradual of the Santorale 
Archive Biblioteca Nacional de Portugal  
Shelf-mark BNP, LC 112 
Origin Convent of Our Lady of Anunciada of 
Lisbon 
Date 1524 
Copyist ―João Fernandes, Capelão do Cardeal‖ 
Illuminator Unknown 
Patron Prioress Joana da Silva and Maria Freire 
Content fls. I –VI – [later addition] 
f. 1v. – Incipi missale de s[an]ctis 
s[ecu]n[do] ordine fr[atru]m 
p[re]dicator[um] 
f. 1v. – Primo tono 
f. 3v. – In vigília sancti andre apostoli 
f. 5 – Sancta barbara 
f. 6 – In festo sancti nicholai 
f. 6 – Sancta leocadia virginis et martyris 
f. 6 – Sancta eulalia 
f. 6 – In festo conceptionis beate marie 
virginis totum offitium 
f. 6 – Sancti damasi pape 
f. 6 – Sancta lucia 
f. 6 – Sancti thome apostoli 
f. 6 – Sancti stephani protomartyris 
f. 8 - Sancti johannis apostoli et evangeliste 
f. 10 – Sanctorum innocentum 
f. 11v. – Sancti thome episcope 
f. 11v. – Sancti silvestre pape 
f. 11v. – Sancti felicis 
f. 11v. – Sancti mauri 
f. 11v. – Sancti marcelli 
f. 11v. – Sancti antoniis abbatis 
f. 11v. – Sancte prisce virginis et martyris 
f. 11v. – Sanctorum martyris fabiani et 
sebastiani 
f. 12v. – Sancte Agnetis virginis et martyris 
f. 13 – Sancti vicenti martyris 
f. 13 – In festo sancti ildefonsi 
f. 13 – In conversion sancti pauli 
f. 16 – In translatione sancti thome de 
aquino 
f. 17v. - In festo purificationis beate marie 
virginis 
f. 121 – Sancte agathe 
f. 121 – In cathedra sancti petri 
f. 123 – Sancti mathie apostoli 
f. 124 – In festo sancti thome de aquino 
f. 124 -  Sancti Gregori pape 
f. 124 – In anuntiatione dominica 
lxxxviii 
 
f. 129v. – In festo beati vincenti 
f. 131 – Sancti georgy 
f. 132v. Sancti marci evangeliste 
f. 133 – Sancti vitalis 
f. 133 – Sancti petri martyr 
f. 135 – Sanctorum apostulorum philippi et 
iacobi 
f.136v. – In festo sancti catherine de senis 
f. 137v. – In inventione sancte crucis 
f. 140v. – In festo corone domini 
f. 142 – Sancti ioannis ante portam latinam 
f. 142 – In translatione sancti petri 
f. 142 – In apparitioni sancti michaelis 
archangeli 
f. 143 – Sanctorum marcellini et petri 
martirum 
f. 144v. – In vigília sancti ioannis baptiste 
f. 145 – In die [sancti ioannis baptiste] 
f. 147 – Sanctorum ioannis et pauli 
f. 148v. – In vigília apostulorum petri e 
pauli 
f. 150 – In die [apostulorum petri e pauli] 
f. 152 – In festo visitationis virginis marie 
f. 153v. – Sancti marie magdalene 
f. 156v. – In festo beati dominici 
f. 158 – In vigilia sancti laurenti 
f. 158v. – In die [sancti laurenti] 
f. 162 – In vigília assumptionis beata marie 
virginis 
f. 162v. – In die [assumptionis beata marie 
virginis] 
f. 164v. – In decollatione beati ioannis 
baptiste 
f. 165v. – In nativitate beate marie virginis 
f. 166 – In exaltatione sancte cruces 
f. 167 – In vigilia sancti mathei apostoli 
f. 168 – Sancti michaelis archangeli 
f. 172 – In vigília omnium sanctorum 
f. 172 v. – In die [omnium sanctorum] 
f. 178v. – Sancti Leonardo 
f. 179 – Sancti Martini episcope et 
confessoris 
f. 179v. – In festo presentationis beate 
marie  
f. 182 – Sancte catherine virginis 
fls. 182-238 – [Common of the Saints] 
fls. 238v. -273 – [Sequences] 





Colophon ―Este livro he do moesteiro de nossa sñra 
da ãnuciada de Lixboa E_a_madre dona 
Joana da silva p[ri]meira p[ri]oressa delle o 
mandou fazer de hũa esmola que Dona 
Maria freire leixou por sua alma ao dito 
moesteiro. [et] foi sc[ri]pto apõtado [et] 
acabado no ãno de 1524 per Johã 
f[e]r[nandes] capellã do_cardeal.‖ (f. 273) 
 
Typology Antiphonary of the Temporale 
Archive Biblioteca Nacional de Portugal (BNP) 
Shelf-mark BNP, LC 114 




Patron Prioress Joana da Silva 
Content Christmas Vigil to the 4th Sunday after 
Epiphany 
 
fls. I –II – [later addition] 
f. 1 – [In vigilia nativitas domini] 
f. 4v. – In die natalis domini 
f. 27v. – Per octava natalis 
f. 29v. – In circumcisione 
f. 44v. – In vigilia epiphanie 
f. 46v. – In die epiphanie 
f. 67 – Per octava epiphanie 
f. 68 – Dominica infra octava [epiphanie] 
f. 69 – In octava epiphanie 
f. 73 – Dominica i post octava epiphanie 
f. 84v. – Dominica ii post octava epiphanie 
f. 85v. – Dominica iii post octava 
epiphanie 




Colophon ―Este livro he do_moesteiro de nossa 
senhora annuçiada de_lixboa.E_mandou 
ho fazer dona briatiz de_meneses segunda 
prioressa delle. no anno de_mil [e] 
quinhentos [e] xxviii. E_pagousse‖ (f. 
87v.) 
 
Typology Antiphonary of the Temporale 
Archive Biblioteca Nacional de Portugal  
Shelf-mark BNP, LC 117 




Date c. 1539 -1569 
Copyist  Soror Antónia  
Illuminator Soror Antónia (attr.) 
Patron Prioress Beatriz de Menezes 
Content From Easter Sunday to Pentecost 
 
f. 1- In die sancto pasche 
f. 21 – Dominica prima in octava pascha 
f. 31v. – Dominica prima post octava 
pascha sabbato precedente 
f. 33  –  Dominica ii post octava pascha 
f. 34  –  Dominica iii post octava pascha 
f. 40 – Dominica iiii sabbato precedente 
f. 41v. – In vigilia ascencionis 
f. 50v. – In octava [ascencionis] 
f. 52v. – Dominica infra octava 
f. 54 –  In vigília pentecoste 
f. 71 – Feria v 
 
Colophon ―Este livro he do moesteiro de nossa sñra 
da anunciada de Lixboa e mãdou fazer a 
Madre dona britiz de meneses segũda 
p[ri]oressa e p[ri]meira deste moesteiro foi 
scripto he acabado no ano de <   > por 
soror antonia indi[g]na serva das servas de 
deus‖ (f. 72v.) 
 
 
Typology Diurnal and Hymnal 
Archive Biblioteca Nacional de Portugal (BNP) 
Shelf-mark BNP, LC 123 
Origin Convent of Our Lady of Anunciada of 
Lisbon 
Date 1550 
Copyist Soror Antónia 
Illuminator Soror Antónia (attr.) 
Patron Prioress Beatriz de Menezes 
Content fls. I-VII – [Later addition] 
f. 1v. Diurnale scõm usum ordinis fratrũ 
praedicatorum 
f.2 – Diminica prima post octava epiphanie  
f. 3v.– In communi vel plurimorum 
apostulorum evangeliste  
f. 5v- In natali unius martyris 
f. 7- In natali plrumorum martyrum 
f. 8 - In natali unius confessoris 
f. 9v - In natali unius virginis 
f. 13v. - In dominicis diebus festis 
 xci 
 
simplicibus infra dies octavas solemnes 
f. 13v. - In festis duplicibus et totum 
duplicibus 
f. 14v.- In dominicis diebus  ad ixx usque 
ad pascha ad prima 
f. 17 – In dominicis diebus ad vesperas 
f. 32- In adventum in ferialibus diebus  
f. 32v. - In ferialibus vero diebus 
temporum 
f. 33 – In ferialibus diebus p. quadragésima 
f.33 - In ferialibus ad dominica in passione 
domini usque ad cena domini 
f. 40 – In ferialibus diebus p. adventum 
f. 48v.- In tempore paschali quãdo de feria 
agitur 
52 – Feria tertia  
55- Feria iiii  
58 – Feria v  
62v.- Feria vi  
68- Sabatto  
73v.- [Blank] 
 
f. 74 - Incipit hymnarius de tēpore et de 
sanctis per totũ annum 
f. 75 -  In vigilia nativitatis domini 
f. 75v. - In nativitatis domini 
f.79v. - Dominica prima post octava 
epiphanie sabbato precedente 
f.82v. - Dominica prima post octava 
epiphanie 
f. 83- In diebus pro festis 
f. 85 – [missing folio] 
f.87- Dominica in passione sabatto 
precedente 
f. 89- Dominica in octava pasche in albis 
sabbato precedente 
f. 91- In festis diebus et festis trium 
lectinum 
f. 91v- In ascensione domini 
f. 94v- In festo sanctissime trinitatis 
f. 95v- In festo sanctissimi corporis Christi 
f. 98 - In dedicatione ecclesiae 
f. 99v. - In festo sanctorum innocentium 
f. 100 - In conversione sancti pauli apostoli 
f. 100v - In translactione sancti thome  
aquino doctoris et confessoris 
f. 102v. – In omnibus festivitatibus beatae 
mariae virginis 




f. 105- In festo sanctissimi doctoris beati 
thome de‘aquino ordinispraedicatorum 
f. 106v.- In festo beati vincenti confessoris 
ordinis praedicatorum 
f. 109v. - In festo beati petris martyris 
ordinis praedicatorum 
f. 111- In festo beatae catherine de senis 
f. 114 - In utroque festo sanctae crucis 
f. 115 - In festo corone domini 
f. 116v. - In nativitate iohannes baptiste 
f. 118- In festo apostolorum petri et pauli 
f. 119v. - In festo sanctae marie Magdalene 
f.120v. - Ad vincula sancti petri 
apostulorum 
f.121 - In utroque festo beatissime 
dominici patris nostrum 
f. 122v. – In festo transfiguratione domini 
f. 124 - In festo augustini doctoris et 
episcope 
f. 125v. - In utroque festo sancti michaelis 
archangeli et p. octavas 
f. 126v. - Infra otcava beati Michael 
f. 127 - In Festo omnium sanctorum 
f. 128 - In festo beatae katherine virginis et 
martyris 
f. 129v - In communi unius vel plurimum 
apostolorum et unum evangeliste 
f. 130v. - In communi unius martyris 
f. 131v. - In festo trium lectinum unius 
martyris 
f. 131v. - In communi plurimorum martyris 
f. 133 - In festo trium lectinum plurimorum 
martyris 
f. 133v. - In communi unius confessoris 
f. 134v. – In festis simplicibus 
f. 135 – In communi unius virginis et 
martyris 
f. 136v. – In festo simplicibus unius 
virginis 
f. 136v. – In festo unius virginis et martyris 
trium lectinum 
f. 137 - In festo unius viriginis non 
martyris 
f. 137v- In sabatto qñd beata virgini agit in 
conventum 
f.138- In festo apostulorum et 
evangelistarum 
138v- In festo totum duplici, duplici et 
semi duplici 
f. 139 – In festo simplici 
 xciii 
 
f. 140 - In festo sancti ioseph sponso 
beatissime virginis 
f. 141v. – In festo beati antonini 
archepiscopi florentini ordinis 
praedicatorum 
f. 143 - In festo sanctae anne matris 
beatissime viriginis 
f. 144v. – In festo angeli custodis 
fls. VIII to XLVII – [Later addition] 
 
Colophon ―Este livro he do moisteiro de nossa 
senhora da nũncida de Lisboa. Mãdou 
escrever A Madre dona britiz de meneses 
segũda priuresa E_p[r]imey[ra] deste 
moistey[ro] foi acabado na era de. M. [et] b 





Typology Antiphonary of the Santorale (Festive) 
Archive Biblioteca Nacional de Portugal (BNP) 
Shelf-mark BNP, LC 131 
Origin Convent of Our Lady of Anunciada of 
Lisbon 
Date c. 1551 
Copyist Soror Antónia (attributed) 
Illuminator Soror Antónia (attributed) 
Patron Prioress Beatriz de Menezes 
Content Assumption of the Virgin – St Michael the 
Archangel 
 
f. I – [Gloria tones] 
f. 1- In assumptione beatae viriginis mariae 
f. 29 – Sancti augustini episcope 
f. 61v. - In decolatione sancti ioannis 
f. 70 - In nativitate beatissime virginis 
mariae 
f. 95 – In exaltation sanctae crucis 





Typology Antiphonary of the Santorale (Festive) 
Archive Biblioteca Nacional de Portugal (BNP) 
Shelf-mark BNP, LC 132 
xciv 
 
Origin Convent of Our Lady of Anunciada of 
Lisbon 
Date c. 1551 (fls. 1- 50v and 62v- to 68v.) 
Copyist Soror Antónia (attributed) 
Illuminator Soror Antónia (attributed) 
Patron Prioress Beatriz de Menezes 
Content All Saints – Saint Catherine of Siena (with 
an addition of the Trinity feast) 
 
f. 1 – In festivitate omnium sanctorum 
f. 51 - Sancti martini episcopi 
f. 51v. to 61v. - [later addition] 
f. 54v. – In festo sanctae celiciliae virginis 
et martyris  
f. 57 - In festo sancti clementis papae et 
martyris 
f. 59v – In festo sanctae catherinae virginis 
F. 62v. - In festo sanctissimae trinitatis 





Typology Antiphonary of the Santorale (Festive) 
Archive Biblioteca Nacional de Portugal (BNP) 
Shelf-mark BNP, LC 133 
Origin Convent of Our Lady of Anunciada of 
Lisbon 
Date 1551 
Copyist Soror Antónia  
Illuminator Soror Antónia (attributed) 
Patron Prioress Beatriz de Menezes 
Content St Mary Magdalene – Angeli Costudis 
 
fls. I – I/v. – [Later addition] 
f. 1 – Incipit liber in quo continētur 
officia propria sanctorum julii et augusti  
f. 1v. – Sanctiae marie magdalene 
f. 23 – Sancti iacobi apostolic 
f. 25 – In festo beati dominici patris nostril 
f. 44v. – In festo transfigurationis domini   
f. 67 – Sancti laurenti martyris 
f. 88 - In festo divisio apostulorum 
f. 90 – In festo angeli costudis 
Colophon ―Este livro he do moisteiro de nossa 
senhora da anunciada mandou escrever a 
madre dona britiz de menezes segũda 
p[ri]oreza e p[ri]meira deste moisteiro a 
honra e louvor do Senhor foi acabado nesta 
 xcv 
 
era de mil e b lj p. Soror antonia indigna 
serva do Senhor mandou encadernar ho 




Typology Gradual of the Temporale 
Archive Biblioteca Nacional de Portugal (BNP) 
Shelf-mark BNP, LC 136 
Origin Convent of Our Lady of Paraíso of Évora 
Date 1536 
Copyist  Medina Indignus 
Illuminator António de Holanda‘s school ? 
Patron Prioress Margarida Grã 
Content 1st Sunday of Advent to Holy Saturday 
 
f. 1 – Dominica i in advento domini  
f. 3v. – Dominica ii  
f. 7 – Dominica iii  
f. 10 – Feria iiii  
f. 13v. – Feria vi  
f. 16 – Sabbato  
f. 24 – Dominica iiii  
f. 27 – In vigilia nativitatis domini 
f. 29v. – In nocte natalis domini  
f. 32v.- Ad missam de luce  
f. 38 – In nativitate domini  
f. 40v. – Dominica infra octavam 
nativitatis domini  
f. 43v. – In circumcisione  
f. 46v. – In vigilia epiphanie  
f. 49v. – In epiphanie domini  
f. 54 – Dominica infra octaua epiphanie  
f. 57 – Dominica i post octava epiphanie  
f. 60v. – Dominica ii  
f. 62v.- Dominica i lxx  
f. 66v. – Dominica in sesagesima  
f. 70 – Dominica in quinquagesima  
f. 73v. – Feria iiii in capite jeiunii deum 
cineres imponuntur  
f. 79v. – Feria v   
f. 82 - Feria vi  
f. 83v. – Sabbato  
f. 85v. – Dominica i in lx  
f. 92v. – Feria ii  
f. 94v. – Feria iii  
f. 96v. – Feria iiii 
f. 100v. – Feria v 
f. 103 – Feria vi  
xcvi 
 
f. 105 – Sabbato  
f. 112 – Dominica ii  
f. 116v. – Feria ii  
f. 199 – Feria iii  
f. 121 – Feria iiii  
f. 123v. – Feria v  
f. 126v. – Feria vi  
f. 128 – Sabbato  
f. 130 – Dominica tertia  
f. 134v. – Feria ii  
f. 137 – Feria iii  
f. 139v. – Feria iiii  
f. 141v. – Feria v  
f. 144v. – Feria vi  
f. 146v. – Sabbato 
f. 148v.- Dominica iiii  
f. 152 – Feria ii  
f. 154 – Feria iii  
f. 156v. – Feria iiii  
f. 160 – Feria v  
f. 162v. – Feria vi  
f. 164v. – Sabbato  
f. 167 – Dominica in Passione  
f. 171v. – Feria ii  
f. 173v. – Feria iii  
f. 175v. – Feria iiii  
f. 178 – Feria v  
f. 180v. – Feria vi  
f. 182v. – Sabatto  
f. 184v. – Dominica in ramis palmarum  
f. 191v. – Feria ii  
f. 194 – Feria iii  
f. 197 – Feria iiii  
f. 201v. – Feria v in cena domini  
f. 204 – In parasceve  
f. 212v. – Sabbato Sancto  
f. 215 – Litaniae [sanctorum] 
f. 222v. – Sabbato Sancto [additional 
chants] 
f. 226 – Kyriale 
f. 226 - In toto duplici et duplici 
f. 233 - In festis semiduplicibus 
f. 237 – In Dominicis et festis simplicibus 
f. 240v. – In missa matutinale et infra 
octauas 
f. 244v.- [Gloria tones] 
f. 247v. – Asperges me domine 
f. 248v. – In tempore ressurectionis  
f. 249 – In die pasche [additional chants] 




Colophon ―Este livro mandou fazer a muyto 
magnifica e devota senhora a senhora 
Margarida da Grã dona prioressa deste 
moesteiro de Sancta Maria do Paraiso desta 
muyto nobre cidade dEvora. Acabouse ho 
anno de Mill e bxxxbj pollo mes dagosto. 
Laus Deo. Medina indignus.‖ 
 
 
Typology Gradual of the Temporale 
Archive Biblioteca Nacional de Portugal  
Shelf-mark BNP, LC 137 
Origin Convent of Our Lady of Paraíso of Évora 
Date c. 1536 
Copyist  Medina Indignus (attributed) 
Illuminator António de Holanda‘s school ? 
Patron Prioress Margarida Grã 
Content Easter Sunday – 23
rd
 Sunday after Holy 
Trinity 
 
fls. I-II – [Later additions] 
f. 1 – [Dominica ressurrectionis]  
f. 3 – In die pasche  
f. 5v – Feria ii  
f. 10 – Feria iii  
f. 15 – Feria iiii  
f. 18 – Feria v  
f. 21v. – Feria vi  
f. 25 – Sabbato  
f. 27 – Dominica in octaua pasche  
f. 30 – Dominica i post octavas pasche  
f. 32 – Dominica ii post octavas pasche  
f. 35v. – Dominica iii post octavas pasche  
f. 38v. – Dominica iiii  
f. 42 – Feria ii in Rogationibus 
f. 45 – In vigília ascencionis domini 
f. 47 – In die ascensionis domini  
f. 53v. – Dominica infra octavam 
ascencionis domini  
f. 56v. – In vigília Pentecostes  
f. 60v. a 69v. – Litaniae [Sanctorum] 
f. 73 – [in festo Pentecostes] 
f. 79v. – Feria ii  
f. 83v. – Feria iii  
f. 87v. – Feria iiii  
f. 90 – Feria v  
f. 93 - Feria vi  
f. 95v. – Sabbato  
xcviii 
 
f. 100 – In festo sanctissime trinitatis 
f. 105v. – In festivitate corporis christi  
f. 114 – Dominica i post sancte trinitatis  
f. 117 – Dominica ii  
f. 119v. – Dominica iii  
f. 122v. – Dominica iiii  
f. 126 – Dominica v  
f. 129 – Dominica vi  
f. 132 – Dominica vii  
f. 134v. – Dominica viii  
f. 137 – Dominica ix  
f. 139v. – Dominica x  
f. 143 – Dominica xi  
f. 146 – Dominica xii  
f. 150 – Dominica xiii  
f. 153 – Dominica xiiii  
f. 156 – Dominica xv  
f. 159 – Dominica xvi  
f. 161v. – Dominica xvii  
f. 165 – Feria iiii  
F. 168 – Feria vi  
f. 170 – Sabbato  
f. 178 – Dominica xviii  
f. 181 – Dominica xix 
f. 184 – Dominica xx 
f. 187v. – Dominica xxi  
f. 191 – Dominica xxi  
f. 193v. – Dominica xxiii 
f. 196v. – In die consacrationis et 
anniversario dedicationis ecclesiae  
f. 203 – Kyriale 
f. 212 – In festis semiduplicibus 
f. 215v. – In dominicis et festis simplicibus 
f. 219 – In missa matutinale et infra 
octavas 
f. 221 – In festis iii lectionum 
f. 222v. – [Gloria tones] 




Typology Antiphonary of the Temporale 
Archive Biblioteca Nacional de Portugal (BNP) 
Shelf-mark BNP, LC 138 
Origin Convent of Our Lady of Paraíso of Évora 
Date c. 1539 
Copyist  Medina Indignus (attributed) 
Illuminator António de Holanda‘s school ? 
 xcix 
 
Patron Prioress Margarida Grã ? 
Content 1st Sunday of Advent to Quadragesima 
Saturday  
 
f. 1 – Dominica I in advento domini 
f. 15 – Feria ii 
f. 16v. – Feria iii 
f. 17 – Feria iiii 
f. 17v. – Feria v 
f. 18 – Feria vi 
f. 18v. – Sabbato 
f. 28v.- Dominica ii 
f. 31v. – Dominica iii 
f. 51v. – Dominica iiii 
f. 72v. – In vigília nativitatis domini 
f. 77v. – [In nativitatis domini] 
f. 80 – In die natalis domini 
f. 95v. – [Dominica infra octavam 
nativitatis domini] 
f. 96v. – In circumcisione domini 
f. 110 – In vigilia epiphanie domini 
f. 113 – In epiphanie domini 
f. 132v. – Dominica i post octava 
epiphanie 
f. 140 – Dominica ii post octava epiphanie 
f. 141- Dominica iii post octava epiphanie 
f. 141v. - Dominica iiii post octava 
epiphanie 
f. 142 – Dominica in lx[x]  
f. 156v. – Dominica in lx 
f. 158 – Dominica in l 
f. 185 – Dominica in xl Sabbato precedenti 
f. 212v. – In adventum domini [Hymnal] 
f. 216 – In die natalis domini [Hymnal] 
f. 221 – In epifania [Hymnal] 




Typology Antiphonary of the Temporale 
Archive Biblioteca Nacional de Portugal  
Shelf-mark BNP, LC 139 
Origin Convent of Our Lady of Paraíso of Évora 
Date 1539 [engraved in fol. 81r.] 
Copyist  Medina Indignus (attributed) 
Illuminator António de Holanda‘s school ? 




1st Sunday of Lent to 1
st
 Saturday after 
Pentecost 
 
f. 1- Dominica i in quadragesima 
f. 19 – Dominica ii 
f. 33- Dominica iii 
f. 50 – Dominica iiii 
f. 64 – Dominica in passione 
f. 81v. – [Gloria tones] 
f. 83 – Dominica in ramis palmarum 
f. 100 – Feria v 
f. 114v. – Feria vi in parasceve 
f. 125v. – Sabbato [sancto] 
f. 135v. – In die sancto pasche 
f. 145v. – Feria ii 
f. 163v. – Sabatto in octava pasche 
f. 184 – Dominica i post octavam pasche 
f. 186 – Dominica ii post octavam pasche 
f. 187v. – Dominica iii post octavam 
pasche 
f. 195 – Dominica iiii  
f. 196v. – In vigilia ascensionis 
f. 211v. – Per octavam 
f. 215 – Dominica infra octava ascensionis 
f. 217 – In vigilia pentecostes 
f. 234 – Feria ii  
f. 247v. – Sabbato 
f. 249 – [Invitational Pslams] 




Typology Antiphonary of the Santorale 
Archive Biblioteca Nacional de Portugal  
Shelf-mark BNP, LC 140 
Origin Convent of Our Lady of Paraíso of Évora 
Date 1527 
Copyist  Friar Thomas de Toledo 
Patron Prioress Joana Correia 
Content From St. Andrew to St. Catherine of Siena 
 
 
fls.I to VI – [Chants for the Marian feasts] 
f. VI/v. – In sole[m]nitate beati a[n]tonini 
archep[iscop]i flo[rentini] Ord[in]is 
p[rae]di[catorum].  
f.X- XXVI/v. - [Sanctissime Trinitatis] 
f. 1 – Incipit responsorium santorale ad 
modu[m] fr[atru]m predicato[rum]. In vigília 
 ci 
 
sa[n]cti andree  
f. 16 – Sa[n]cti nicholai epi[scope] 
f. 30v. – In festo conceptionis beatissime 
virginis marie 
f. 47v. – Lucie v[ir]g[inis] et martyris  
f. 51 – Sancti thome apostoli 
f. 52 – Sancti stephane p[ro]to m[arty]r 
f. 67 –S[anc]ti ioha[n]is 
f. 83 – In memori[a] inoce[n]tu[m] 
f. 97 – S[an]cte agneti[s] 
f. 111v. - S[anc]ti vice[n]cti 
f. 130v. – In co[n]versione  s[anc]ti pauli 
f. 149v. – In festo tra[n]slationis s[anc]tit 
home de Aquino  
f. 165v. – In festo purificationis b[ea]te 
m[arie] 
f. 184 – S[an]te agathe v[ir]g[inis] et 
m[a]r[ty]ris 
f. 196v. – In cathedra s[an]cti petri 
f. 200 – In anuntiatione dominica 
f. 218v. – In festo b[ea]tit home de Aquino 
f. 228 – In festo b[ea]ti vi[n]ce[n]ti 
conf[essoris] 
f. 247 – In festo b[ea]ti p[etri] m[a]r[ty]ris 
f. 255v. – Sanctoru[m] ap[osto]lor[um] 
philipi et iacobi  
f. 259 – In festo b[ea]te katherine de senis  
f. 269v. – [Colophon] 
fls. 270 to 272 – [Gloria tones] 
 
Colophon ―[…] frey Thomas de Toledo frade da orde 
dos frades pregadores fiz este livro por 
[man]do da muyto v[ir]tuosa senhora joana 
correa prioresa de sancta maria do paraiso 
da cidade devora . sendo ela ha_primeira 
prioresa desta casa ouservãte por mandado 
do rey don manuel que sancta gloria ayja 
he ao tempo q[ue] este livro acabei faz 
años que esta casa he ouservante na era de 
mil e quinhentos [e] vinte sete años en dia 
de sancta barbara‖ (fol. 269v.) 
 
 
Typology Antiphonary of the Santorale 
Archive Biblioteca Nacional de Portugal  
Shelf-mark BNP, LC 141 
Origin Convent of Our Lady of Paraíso of Évora 
Date c. 1527 
Copyist  Friar Thomas de Toledo (attr.) 
cii 
 
Patron Prioress Joana Correia 
Content Common of the Saints + Propers from St. 
Antoninus to Saint John and Paul + Hymnal  
 
f. 1 – In com[uni] unius ap[osto]lor[um] 
vel plurimor[um]  
f. 6v. – In com[uni]  uni[us] martiris sive 
cõfessoris 
f. 9 – In co[muni] plorimor[um] m[a]rt[iris] 
f. 11 – In solemnitte beati antonini 
archepiscopi florentini ordinis 
predicatorum 
f. 19 – In invention sancti cruces 
f. 36 – S[an]cti ioh[an]is ãte portã latinã 
f. 44 – In nativitate s[an]cti ioh[an]is 
b[aptis]te 
f. 59v. – S[anc]tor[um] ioh[an]is et pauli 
f. 64 - S[anc]tor[um] ap[osto]lor[um] petri 
et pauli 
f. 82v. – In comemoratione beati pauli 
f. 88 – In festo s[anc]tor[um] ioh[an]is et 
pauli per octavã 
f. 90 – In co[mun]i uni[us] vel 
plurimor[um] ap[osto]lor[um] 
f. 92v. – In comuni uni[us] evangeliste 
f. 93v. – In co[mun]i uni[us] m[ar]tiris 
f. 95 - In co[mun]i plurimor[um] m[ar]tiris 
f. 98v. - In co[mun]i uni[us] c[on]f[essoris] 
f. 101 - In co[mun]i v[irgin]is 
f. 103v. - In comuni uni[us] m[ar]tiris 
f. 105v. – In officio b[ea]tae v[ir]ginis in 
sabbatis  
f. 108v. – In lxx  
f. 114 – In lx 
fls. 121to 149v. - [Invitational Pslams] 
fls. 150 to 280v. – [Hyms for the feasts of 
the saints] 
 
Colophon No 
 
